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Chapter 1:  
Introduction 
 Many research scholars have explored different aspects of Anita 
Desai‘s multifaceted writing. They include areas such as feminist 
approach, the philosophical approach and psychological one. They have 
analysed her fictional works in great detail highlighting both the strength 
and weaknesses of her writing. However, there has been a dearth of 
critical analysis with reference to the lyrical form and the stylistic 
approach. I, as a researcher, have made an attempt to examine critically 
her major works from both the literary perspective and the stylistic one. In 
the former one I would focus on the lyrical form wherein the imagery and 
symbols play an important part in projecting the things. In addition to this 
the focus on stylistics will help in analyzing Anita Desai‘s language and 
style in particular. The combination of the two, I think, will give an 
adequate and reliable assessment of her work.     
This would confine itself to literary analysis. Over and above this  
, her novels have been analyzed in the light of the discipline of stylistic.     
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 A study of Anita Desai‘s style, a detailed textural analysis of the 
major novels is followed by a study of form, structure and rhetoric from 
her novels, direction is being taken from the work of Geoffery.N.Leech 
and Michael.H.Short. 
 
Biographical Sketch:  
          Anita Desai is one of the world famous and of India‘s best 
modern novelists in English. She is an Indian novelist, short story writer, 
screenwriter, and  story writer. She is a writer who has influenced 
generations of writers. She has enriched Indian fictional world with her 
significant literary outputs. Anita Desai, originally an Indian citizen, 
migrated to America. She has been living in America. She can be 
considered to be an expatriate writer of the Indian origin. Anita Desai was 
born on 24
th
, June, 1937, in Mussoorie, a hill station situated in the 
foothills of the Himalayan ranges, near Dehradun, in the North Indian 
State of Uttaranchal, India. It is conveniently connected by road to Delhi 
and major cities. It is called ―Gateway to Yammunotri and Gangotri, 
Shrines of Northern India.‖ She was formerly known as Anita Mazumdar, 
a daughter of Dhiren N. Mazumdar, a Bengali business executive, and the 
former Toni Nime, a German expatriate, a teacher, while an engineering 
student in pre-war Berlin, of German origin.  
         Anita Desai‘s mother was a German Christian and her father was a 
Bengali Indian. She was dark and did not have the Teutonic fair looks. 
She also had an un-German Name: Nime. She used to claim that the 
ancestors had come from France, from Nime. Her first name was also very 
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French: Antoinette, later shortened to Toni. Her mother, Antoinette Nime, 
could trace her origin to France, and her father, Dhiren Mazumdar‘s native 
place was Dhaka (now in Bangladesh) but he had settled in New Delhi. 
He spoke German very well. This mixed parentage of complex origin 
gives Anita Desai the advantage of having double perspective when 
writing about India and Indians as well as about migrants in India and 
Indian migrants to the West. If seen from her mother‘s side she is an 
outsider and if seen from her father‘s side she is a native. She was 
educated in Delhi. She married on 13-12-1958 to Ashwin Desai – a 
Gujarati businessman and gave  to four children. About her husband she 
comments ―My writing carrier was entirely subservient to being a wife 
and a  mother.   I lived the life of the typical Indian housewives: wrote in 
the gaps and hid it away, kept it secret‖. Later the family moved to 
Mumbai where she raised two sons, Arjun and Rahul, and two daughters, 
Tani and Kiran.   
Anita Desai was multilingual. Since 1950s she has lived in many 
cities like Culcatta, Mumbai, Chandigarh, New Delhi and Pune. Some of 
the cities are well described in her novels. When she was just a child she 
spoke German at home and Urdu or Hindi with friends as well as 
Bengali and English at the school. Though Anita Desai had inherited 
both Bengali and German languages from her parents, strangely enough, 
she never wrote a book in either of the languages. In her interview with 
Jasbir Jain, she comments ―I think and all Indians are aware – since all 
of us are bilingual if not trilingual – one tends to employ more than one 
language and select whichever word seems more apt and most 
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descriptive at the moment. There are a few German words and phrases 
which come easily to me, seem to me to be more descriptive than their 
Hindi or their English or Bengali counterparts but, actually, I have had to 
quite consciously erase these from my writing as well as from my 
present life too. It would be too complicating to bring in the German 
strand apart from all other strands which make up my life‖.    
Having grown up in a houseful of books led her to the early 
decision that writing would be her life. While studying English at the 
University of New Delhi, Anita Desai dedicated herself to writing. At a 
tender age of nine, she had studied Wuthering Heights. Her career 
started with short stories which got printed in leading Indian magazines. 
Her first story was Circus Cat. Then she wrote one after another stories 
followed by him first novel Cry the Peacock in 1963 and many more.    
 
 10 
Awards and Prizes  awarded to  Anita Desai : 
 
1978 -  National Academy of Letters Award for Fire on the Mountain 
novel. 
1978 - Winifred Memorial Prize for the novel Fire on the Mountain. 
Booker Prize (short listed) for the novel  Clear Light of the Day  in 1980. 
1983 – Guardian Children‘s Fiction ( for the novel  Village by the Sea )  
1984 – Booker Prize for Fiction (short listed) for the book Fasting and 
Feasting 
Aberto Moravia Prize for Literature (Italy) 
Anita Desai is a member of the Advisory Board of English of the 
National Academy of Letters in New Delhi. She is a member of American 
academy of arts and letters. Anita Desai is a fellow of the Royal society of 
literature in London. She got the Sahitya academy award in 1978 for Fire 
on the Mountain. Her novel In Custody was filmed by Ivory Merchant. 
And last but not the least, Anita Desai is a proud mother of Kiran Desai – 
the Bookers Prize winner for her novel Guava Orchards. Anita Desai has 
taught at Mount Holyke College, Baruch College and Smith College. At 
present she divides her times between teaching at the IT – USA and 
Cambridge and also writes for the New York review of books. 
 11 
Anita Desai uses different fictional techniques according to the  
demands of the story. Except for her use of poetry in her novels they may 
not call her a technical innovator.  and who can be an innovator when the 
novel is being written in English for last two hundred years. From the 
point of view of technique what is important is not innovation or novelty 
but how effective the technique is in conveying the meaning and narrating 
the story effectively. Anita Desai is able to narrate the story to portray the 
characters, to convey the mood to evoke the atmosphere to probe the 
psyche of her characters successfully and for this she uses flashback 
technique, stream of consciousness technique, use of contrasting 
characters, use of symbolism and effective use of language either to evoke 
an atmosphere or to transcribe the pronunciations or the characters or to 
use rhetorical skill for harangue. And to create realistic effort she also uses 
Hindi words but in moderation. The only thing that irks us in her use of 
German songs and poetry in her novels without giving paraphrases, as 
though readers whether in India or abroad is supposed to know German 
language. 
 Anita Desai is one of the best-known contemporary Indian English Novelists of 
our country and has endeavored to accommodate the native Indian tradition in 
English language. We find in her major novels, different techniques, she has made 
use of Indian words, German poetry and a few nursery rhymes. Mainly she portrays 
dilemmas and doubts of woman who are ―misfits‖ in their own way, who do not 
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want to be heroic but all the time we find them struggling for what they do not have 
for example love, affection, attention, acceptance, recognition, or appreciation. Her 
novel focuses on the inner climate, the climate of sensibility. The interplay of 
thoughts, feelings and emotions is reflected in language, syntax and imagery aspects 
of existentialism are in evidence in the total framework of her stories. A modest 
attempt has been  made    to make a comprehensive study of the novels of 
AnitaDesai. 
In order to understand and explain  her style  and  her  use of the language, 
a comparison between her earlier novels to the later ones is necessary.   
we can arrange her novels chronologically, thus: 
 
1. Cry the Peacock    ( CTP )  (1963) 
2. Voices in the City    ( VC )  (1965) 
3. Bye-Bye Black Bird   ( BBB )  (1971) 
4. Where Shall we go this Summer  ( WSGS )  (1975) 
5. Fire on the Mountain   ( FOM )  (1977) 
6. Clear Light of the day   ( CLD )  (1980) 
7. Village by the Sea    ( VS )   (1982) 
8. In Custody     ( IC )   (1984) 
9. Baumgartners Bombay   ( BB )  (1988) 
10. Journey to Ithaca    ( JI )   (1995) 
11. Fasting and Feasting   ( FF )   (1999) 
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Anita Desai uses her skill in transcribing Indian pronunciation of  
English for example in Baumgartners Bombay   ―Ex-pawt of course, ex-
pawt‖, Germany, Europe, Shipping timber- I know I know. They rolled 
their words in their mouths like potatoes. Use of original Hindi words like 
―Chelas, Garam Chai, Pani, Mantra, Billi wala pagal, Paan, lungi, saris 
etc‖ has being used often. 
We can group her novels in accordance to her stylistic techniques.  
In Where Shall we go this summer?, Bye Bye Black Bird, Cry, the peacock 
and Journey to Ithaca, we come across the central women characters 
trying to break open their cocooned life. Where as in other works, say 
Baumgartners Bombay, The village by the sea, Fire on the mountains, 
Voices in the city and In Custody, with a powerful use of gushing 
emotions she has ruffled the feather to such an extent that hardly anything 
remains to be said further. Anita Desai's style changes from her previous 
novels to the latter ones. Anita Desai writes  in the symbolic modes which 
not only subordinates plot to the other characters but also pushes it to the 
background. The repetition of the article ―the‖, often use of verb phrases, 
the use of free indirect speech, verbal structures, highlight her language 
more. The third person narration is a striking note in her works. In her 
novels In Custody we find her shifting from her female characters to the 
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male characters- a poet- Nur. The problem of an individual, who feels 
emotionally and spiritually alone, forms the backbone of her themes. Her 
female characters do not lack company but lag companionship. In her 
novels, life is depicted as it really is. She does not draw upon second hand 
information for the groundwork of her plots. She gives her work an 
authenticity that arises from her deep understanding and observation of 
life. She narrates her stories using many symbolisms. She shifts freely 
from comparison with animals, to use of English language as spoken by 
Indians; to a repetition of words to lend emphasis. She has obtained this 
knowledge of life through direct observation and insight. We find her 
novels, very true to life, reflecting nature. Her style is the lifeblood of her 
ideas, well released through language. Bye Bye Black Bird  is the only 
novel where we come across Anita Desai‘s own experience as an Indian 
abroad. So it can be said that it is a biographical novel of a kind. There is 
no concept of hero or a heroine in her novels. She leaves it to the readers 
to sympathize or reject her characters. Her recent novel Fasting and 
Feasting, which is short listed for the Bookers Prize, based on religious 
background; does not meet the expectations of the readers. 
Theory of lyrical novel as propounded by  Freedman in his article  
on ― The Novels of Herman Hess. The articles dwell on the major features 
of the lyrical novel and also underline the difference between the lyrical 
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novels and the other one. The following are the dominant features of 
lyrical novels highlighted by Freedman. I have tried to analyze the major 
novels of Anita Desai. In the light of these features. 
 Taking into consideration Ralph Freedman‘s article ―Nature and  
Forms of the Lyrical Novels‖ (E.d. by Robert Murray Davis Uni. of 
Oklahma p-53 ). ―Combining features of both, the lyrical novel shifts the 
reader‘s attention from men and events who a formal design. The usual 
scenery of fiction becomes a texture of imagery, and characters appear as 
personae for the self‖. A lyrical novel assumes a unique form which 
transcends the casuals and temporal movement of narrative within the 
frame work of fiction.  
What distinguishes lyrical from non-lyrical writing is a different  
concept of objectivity. It is a truism that the novel is not always realistic in 
the sense of being a ―truthful‖ reproduction of external life but its main 
tradition separates the experiencing self from the world the experiences 
are about. The lyrical novel seeks to combine men and world in a 
strangely inward, yet aesthetically objective, form. It absorbs action all 
together refashions it as a pattern of imagery. Its tradition is neither 
didactic nor dramatic, although features of both may be used, but poetic in 
the narrow sense of ―lyrical‖. 
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Most works of fiction, as Northrop Frye has shown, are composed  
of various elements, drawing on what we usually designate as novel, 
romance, confession and satire  ( ―Anatomy of Criticism Princeton Uni. 
Press, 1957, p-315 to 325‖ ). Similarly, lyrical fiction crosses boundaries 
between types and methods of narrative, now showing itself in the 
romance, now in the confession, and often even in the conventional novel. 
Conventionally, the lyric, as distinct from epic and drama, is seen either as 
an instantaneous expression of a feeling or as a spatial form. Lyrical novel 
exploit the expectation of narrative by turning it into its opposite ; a lyrical 
process.            
 
_____________ 
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Chapter 2   
Literary / Critical Analysis 
Anita Desai is a good blend of Indian and European sensibilities. A  
vivid reflection of this unique blend finds spontaneous expression in her 
novels. She is an ―instinctive‖ writer. She herself stated that writing is 
almost a compulsive need to realize and express her through language. 
She is gifted with a sensibility, which suits her aesthetic goals. She is a 
self-conscious artist, forging a different world out of the mundane things 
of the day-to-day existence of an Indian woman. It is very difficult to 
categorize her novels, for; they do not fall into any category. Her novels 
seem to suggest what she has attributed to most woman writers in India, 
writing without a tradition. ―An effect obvious in all that is written today, 
of wandering aimlessly through wild, uncharted tracks, unsure of where 
one began, unsure of where one may end.‖ (Anita Desai ―Women writers‖ 
Quest p41) in spite of it we observe a conscious attempt to bring this 
waywardness to a definite aesthetic end, to turn into a pattern in her 
novels. 
 Anita Desai is an Indian living in the US; what kind of style or 
theme does this kind of background produce? We may put forth this 
question. She does not find any school of Indian novel writing in 
English. To her,  novel writing is a highly flexible literary genre that can 
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include all kinds of things such as psychology, philosophy, comedy, 
tragedy, criticism etc. There is hardly an aspect of the complex model 
life, which does not find expression in her writing. According to Anita 
Desai writing is not an act of deliberation, reason and choice. It is a 
matter of instinct, silence and waiting. Thus she creates an existential 
framework where a man‘s work is measured not by all the incidents of 
his life, but by the determined action and creation. Her novels have 
simple plot elements, leading to complex situation. For her, reality 
consists of the raw material of existence. ―The passing mood and 
attitudes‖ that keep disturbing us from moment to moment. Hence she 
does not apply herself to social problems. She creates a private world of 
her own; her creative effort being part of her private effort to seize upon 
the raw material of life- its shapelessness, its meaninglessness, that lack 
of design that drives one to despair. (Vinson-―Contemporary Novel‖ 
p348) 
 Anita Desai- within the limited milieu creates, is able to achieve 
remarkable depth and intensity her characters have a near neurotic 
quality about them. Her narrative focus is limited. Her novels normally 
employ the protagonist to narrate the story. The main character while 
telling the story presents her own viewpoint. Since she creates a small 
world and a small milieu, her narrative focus is restricted. It however 
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provides her with an opportunity to observe what is around her. She has 
an extraordinary sense of detail, of graphic observation, of noticing 
things that mostly go unnoticed. She writes almost with the skill of a 
painter. Things and objects however small and insignificant, acquire 
large importance in her novels. When not observing these mundane 
realities Anita   Desai turns reflective, going deep in to psyche, going to 
those places in the heart and mind where things acquire a different 
character. She then dwells on moods on feelings, on emotions, on all 
those things that impress the mind and leave their imprint there. In these 
moments her prose acquires the nature of lyric poetry for in these 
moments of heightened awareness Anita Desai reveals her delicate 
sensibility, her sense of sounds, of colours, of smells, of beauty, of lyric 
intensity, exquisite in form and evocativeness render her fiction a 
peculiar poetic quality, though they do not always serve her fictional 
ends. 
 There is a sustained effort in her writing to evolve a set of symbols, 
images or myths (Vinson-―Contemporary writers p348) but they really 
do not have the power and the intensity we generally associate with 
them. The symbolism of dance, for example, which appears in all her 
novels in some form or the other, does not have the same intensity in all 
its appeal. The use of iterative images and symbols, however, lends 
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density to her fictional world and compensates for the absence of action 
or variety of character. Her fictional canvas is narrow but it has 
tremendous depth and intensity. It does not extend, instead it sinks deep 
into the complexity of human experience. Her symbols and her private 
mythology bring her closer to the existential philosophy. 
 Says Anita Desai on creativity ―I think theories of the novel are 
held by those of an academic or critical turn of mind, not the creative. A 
writer does not create a novel by observing a given set of theories- he 
follows flashes of individual vision, and depends on a kind of instinct 
that tells him what to follow and what to avoid, how to veer away from 
what would be destructive to his vision. It is these flashes of vision, and 
a kind of trained instinct, that leads him- not any theories.‖(Atma Ram- 
―An interview with Anita Desai‖ World literature written in English Vol 
16, No: 1) 
 The poetic quality of Anita Desai‘s fiction has now being 
acknowledged and it is apparent that her reading of novelists likes 
D.H.Lawrens, Virgina Woolf, E.M.Forster, Henry. James, Raja Rao, 
Proust, Dostoevsky and Kawabata have had a great impact on her 
technique and style. Her desire of innovation and experimentation is 
apparent in all her novels and this lends her work a touch not to be found 
in other Indian writers. 
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 Anita Desai‘s views on English as a medium of creative writing for 
Indians are neither ―apologetic‖ nor ―defensive‖ for she regards the 
choice of English language a personal matter. To put in her own words: 
―It is not my intention to either apologies or defends my position is after 
all a personal matter. It may have some historical reasons but chiefly 
they are personal. According to the rules laid down by the critics, I ought 
to be writing half my work in Bengali, the other half in German, as it 
happens I have never written a word in either language. Possibly I found 
English a suitable link language, a compromise. But I can state definitely 
that I did not choose English in a deliberate and conscious act. If it did 
not sound like a piece of arrogance I‘d say perhaps it was the language 
that chose me but I am not aware of any act of choice. I started writing 
stories at the age of 7 and have been doing so for thirty years for now 
without stopping to think why. (Anita Desai- ―The Indian writers 
problems‖ p12) 
 
 According to Leech and Short ―Stylistics tries to explore for pattern 
and system below the surface forms of language to search for principles 
of meaning and language use which activate and control the code. The 
function of literary stylistic is to explain the relation between language 
and artistic function. The motivation questions are not so much ―what 
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but why and how‖, why a particular writer chooses the word phrases, 
and structure for his works and how he uses them to achieve the results 
is the main enquiry of stylistics.‖ 
Form and Structure, in the novels of Anita Desai, 'take the shape of 
an exquisitely designed tapestry".
6
 "The story and the novel, the idea 
and the form, are the needle and the thread",
7
 says Henry James, "the 
cultivation of this success, the study of this exquisite process form to 
my taste, is the beginning and the end of the art of the novelist. They 
are his inspiration, his despair, his reward, his torment, his delight. It 
is here in very truth that he competes with life; it is here that he 
competes with his brother the painter in his attempt to render the look 
of things, the look that conveys their meaning, to catch the colour, 
the relief, the expression, the surface, the substance of the human 
spectacle."
8
 
The novels of Anita Desai reveal her unique world view, but at 
the same time confirm to the existing tendencies in modern fiction. 
Her novels are technical innovations which "combine features of 
both novel and lyrical poetry and shift the reader's attention from men 
and events to a formal design".
9
 She herself prefers the word 'pattern' 
to plot. 
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"I prefer the word 'pattern' to 'plot' as it sounds-more natural and 
even better, if I dare use it, is Hopkin's, word 'inscape' — 
while 'plot' sounds arbitrary heavy-handed and artificial, all that I wish 
to avoid."
10
 
Ralph Freedman in his book the lyrical novel has enumerated the 
typical features of modern novels based on the inner drama of human 
psyche. He calls these novels, lyrical novels. Anita Desai's main concern 
in writing too is the quest of truth. She writes, 
"Writing to me is a process of discovering the truth — the truth 
that is nine-tenths of the iceberg that lies submerged beneath 
one-tenth visible portion we call reality. Writing is my way of 
plunging to the depths and exploring this underlying truth. All 
my writing is an effort to discover, to underline and convey the 
true significance of things."'' 
For Anita Desai. it is not the theme, but the inner and outer rhythms 
of human psyche which are all important. 
"My novels don't have themes — at least not till they are finished, 
published or read, do I see any theme. While writing, I follow my 
instinct, I follow flashes of insight, I veer away from or even fight 
anything that threatens to distort or destroy this insight, and somehow 
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come to the end and look back to see the pattern of footprints on the 
sand."
12
 
According to Irwin Howe : "The modernists anticipate the 
preoccupation with psychic inwardness, by means of which the 
self is transformed into a cosmic centre and mover, as this will 
later become characteristic of certain modernist writers, but 
they still seek to relate this preoccupation to transcendental 
values, if not sources, in the external world. For them the 
universe is still alert, still the active transmitter of spiritual 
signs".
13
 
In the light of the above observation, Anita Desai is a modernist who 
shares some common features with other prominent writers of our 
times. Some salient features peculiar to this kind of writing have been 
discussed in detail by Ralph Freedman :
14
 
"The main figure in the novel is the symbolic hero, a passive 
purveyor of visions, who in quest of meaning of life absorbs the external 
world and mirrors it in all its multitudinous manifestations. He is also an 
aesthetic image who wears the novelist's mask and thus through his 
contradictory self, in the end, produces a picture of a unified or total 
self. 
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This romanticized hero in his quest, reaches a point of recognition 
which enables him to become an aesthetic abstraction of the universal. 
The transcendental or romanticized hero reflects a spiritual image of 
man's relation to his universe, rising from subjective sensibility and 
moving to a formal presentation. 
The telescopic self of the hero, operates through physical objects 
which serve as the catalyst, leading him on to hallucinations and dreams, 
expressed through a succession of image scenes. 
The method of ironic juxtaposition is applied for a heightened 
expression of feeling. The prose poems can take up different forms, they 
can be ironic or passionate, cruelly realistic, loftily symbolic, allegorical 
or parabolic. 
The past life of the protagonists plays an important role, as the 
present consciousness of the characters is a result of their past 
experiences. Therefore, the plot moves with the modulations of memory. 
The hero becomes a wanderer through space and time. 
These novels are psychological dramas, surfacing an inner conflict, 
through aesthetic objectivity. The poet novelist mirrors himself in the 
theme, and at the same time remains detached, till he is able to produce 
a spiritual self-image. This intrinsic relationship between all animate 
and inanimate objects, becomes the sole subject of the lyrical novelist. 
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In short, lyrical novels are long prose poems, based on subjective 
objectivity, expressed through a progression of images in which the 
symbolic hero or the protagonist is the poet's mask, engaged in self-
analysis, 'his quest which leads him to a moment of recognition, and 
transcends the temporal and causal, unifying the individual self with the 
infinite or universal self." 
For Anita Desai too "writing is not an act of deliberation, reason, 
and 'choice. It is a matter of instinct, silence and waiting. It is the 
movement of the wing one tries to capture not the bird. That is, it is the 
image that matters, the symbol, the myth, the feat of associating them, of 
relating them, of constructing with them. Whether one does this in one's 
native or in a foreign tongue is not essentially important. It can be 
done in any language at all; only it must be done spontaneously, 
compulsively, subconsciously, 
'Only connect'. That is what a writer's existence is all about — he 
connects, he connects, all the time he connects. It is a process that does 
indeed employ language but also transcends it."
15
 
In the four novels selected for this aspect of study, the approach of the 
novelist may vary from novel to novel, but the basic framework of each, 
fits in the criteria for a lyrical novel like pieces in a jigsaw-puzzle. 
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Anita Desai has adopted a controlled method of stream of 
consciousness. 'Internal narration'
16
, a point of view within a character's 
consciousness, manifesting his or her feelings about and evaluations of the 
events and characters of the story. It is used extensively in Cry the Peacock 
and to a limited extent in Voices in the City. Major part of these writings 
include 'free-indirect-discourse',
17
 indicating an internal perspective, in 
which the subjective feelings of protagonists are transformed into third 
person narration and are interwoven with, and framed by the author's 
account of the character's inner state. 
The first novel of Anita Desai,
18
 can almost be taken as a model of a 
poetry novel. 
The chief protagonist is Maya, who wears the poet narrators mask and 
portrays the poetic vision through her public monologues. 
The plot moves with the modulations of memory. The scenes from 
Maya's childhood alternate with her present condition and her concern for 
the future, tattooed with the albino astrologer's predictions. Maya is a 
passive purveyor of visions whose awareness of self is merged with objects 
surrounding her. The novel has hardly any action, and the reader gets the 
feeling of movement in the plot due to the progression of images, one 
after the other. 
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The novel begins with an image scene, in which the names of the 
characters are not revealed right till the end of the chapter, and the reader 
is unconsciously drawn to the inner world of Maya's psyche. The symbolic 
self-portrait of Maya is painted step by step by the juxtaposition of other 
characters and scenes like Gautam, Lila, Pom, Maya's father, Gautam's 
mother, sister, the image scenes viz., the scene of the meeting with the albino 
astrologer, Cabaret dancers, the dinner parties and storm scene in the end, 
which intensify Maya's inner state of turmoil. 
Maya as the symbolic hero, absorbs the animate and the inanimate 
world around her. She, as the mask of the author deforms these experiences, 
in order to mirror an aesthetic image. 
The antithetical technique adopted, is clearly visible in the two different 
worlds, in which the consciousness of Maya vacillates, i.e., the dream 
world of her childhood and the world of solid reality of Gautam's house and 
family. Maya describes her childhood days : 
"The world is like a toy specially made for me, painted in my 
favourite colours, set moving to my favourite tune." (Cry the 
Peacock, p. 36) 
A doting father, who looked after this dream-child Maya, is remembered 
with special tenderness. 
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"He has looked after me alone and his beam is especially tender, his 
attention especially loving. I think, that he is like a silver oak 
himself, with his fine silver white hair brushed smoothly across his 
bronzed scalp." (p. 39) 
Maya's after-marriage life is a complete change. Her husband Gautam 
holds : 
"Reality and idealism are one and the same thing. Life is not a 
matter of distinguishing between the two but of reconciling them." 
(pp. 20-21) 
Gautam's mother is entirely different from Maya's father. 
".... like some busy rhinoceros charging through the forest, to her 
dispensary, or her crèche, or her workshop for the blind, the 
disabled, the unemployed." (p. 47) 
Maya's married life is juxtaposed with that of Lila and Pom, the self-
contented beings, representing compromise in life. 
"....what hated me was not a remembrance of Leila bitter, but a 
memory of Leila resigned. Had she raged, revolted, I should have 
rushed to her now." (p. 59) 
"It was natural, afterthoughts of Leila, to turn down a line of 
friends, sift them through my mind and come to Pom, the pink, 
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plump, pretty Pom who did not speak of fate, who had never 
been ill, or overworked or bitter." (p. 60) 
Maya is searching for the right colored sari for that day in her 
cupboard, while thinking about her friends. In this symbolic scene, in the 
end, she gives up the search, torn by her internal conflict and quest for 
peace and solace. 
"I ceased to hunt then, ceased to plan, and merely laid my face 
into those cool cloths, odorous with camphor and lavender, that 
recalled mountain waters to me, ferns, and nights full of stars, for I 
found myself alone with them after all. There was not one of my 
friends who could act as an anchor any more, and to whomsoever I 
turned for reassurance, betrayed me now." (p. 64) 
The very delicate vibrations of Maya's thought dominate the novel. 
"Values were distorted in that macabre half light with its altering tints 
at an hour when those values could have been all important. What 
was true? What was lasting? What to believe in? W'hat reject?" (p. 
86) 
Maya has been shown as the aesthetic abstraction of the universal 
self. 
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"Lying here in the dark? he said, and drew a finger down my cheek. 
Fall, fall, long fall into the soft velvet well of the primordial, of 
original instinct, of first formed love." (p. 11) 
Maya reflects a spiritual image of man's relation to his universe. 
"It was not only for his presence, his love that I longed for but 
mainly for the life that would permit me to touch him, feel his flesh 
and hair, hold and then tighten my hold on him. And not on 
Gautam alone, but on all the pulsating world around him, from the 
frieze of stars silently exploding in the summer sky to the faintly 
fluttering owls making covert hidden love in the crotch of the fig 
tree — All that suggested life, and the great entrancing world to 
me who was doomed not to live." (p. 102) 
Just before she carries out her unspoken decision, Maya has the experience 
of oneness with nature almost transcendental in nature. 
"I continued to mount, step by step, to the roof, looking up to see 
the evening sky lowering itself to descend upon me till suddenly 
when I had burst out into the open we were one — the blue 
intensity and I." (p. 205) 
This spiritual experience is the natural outcome of an inner conflict, which 
resolves itself gradually, through a series of probes and questionings and 
recognition of truth from time to time. 
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"Here lay the catalysis of my unrest I had grown too involved." 
(p. 67) 
"I entered a new vista of knowledge. I forced myself into 
believing that I could see now what must be the reason for my 
hating it so, for my hating it so, for Gautam's spurning it — 
visible to our subconscious only." (p. 106) 
Maya detaches herself in order to reach this knowledge. "Murder 
Shocked as though I had truly found a blemish in my unscarred 
skin. I drew away from the mirror with a shudder I could no 
longer bear to see that clear, ignorant and insane face, and looked 
away." (p. 106) 
Anita Desai not only follows the trends of lyrical novel but even 
makes the protagonist use the very words which express this lyrical 
process. 
Freedman says, "This process of telescoping self and world is based in 
the main on the idealistic epistemology of the time."
19
 
Maya reverberates the idea : 
"My suddenly sobered mind affirmed it a certainty, as the 
telescope affirms the certainty of the physical substance of 
these mysterious lights in the night sky, the planets. No fairy 
tales those, but proven." (p. 20) 
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In the words of Freedman again. 
"The hero as an aesthetic image of nature leads to the technique of 
mirroring. Since the self is the point at which inner and outer worlds are 
joined, the hero's mental picture reflects the universe of sensible 
encounters as an image."
20
 This very subjective process is described by 
Maya objectively. 
'I saw my body detach itself from it and float away, to rest upon 
the dim mirror where I could gaze upon it from a cool distance 
I studied it absorbed.' (p. 105) 
'The unique personage of the poetic hero (Maya) moves in worlds 
transformed by her own hallucinations; her temperament, in her 
deformations lies the unique reality.'
21
 
"Swiftly I turn, swiftly I ran. I feel my heart throbbing madly. 
Why? 
Wild horse, white horse, galloping up paths of stone, flying away 
into the distance, the wild hills. The heights, the dizzying heights of 
my mountains, towering, tapering, • edged with cliff-edges founded 
on rock. Fall, fall gloriously fall to the bed of racing rivers, foaming 
seas. Horrid arms and legs tentacles thrashing, blood flowing, eyes 
glazing. Storm-storm at sea, at land! fury. Whip lash, Fly furiously. 
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Danger! Danger! The warning rings and echoes, from far, far, 
far. Run and hide, run and hide if you can miserable fool! Ha, ha, 
fool, fool, fool." (pp. 180-81) 
Maya redefines love and life in her own way. The lyrical point of view in 
this particular novel is the justification of the protagonists T. Till the very 
end, she wished to be loved and understood. 
"I was overcome with a desperate timidity, begging him once more 
to answer to come and meet me half-way, in my own world, not 
merely demand of me, brusquely to join me in his, which, however 
safe, was so very drab and no longer offered me security. 
Had he done so, all might have been quite different. 
But he did not. Less than that, he retreated to the outposts of his 
flat civilization and asked vaguely, half-interestedly, Toto? who 
was that?" 
The words were as grim as any death sentence absolute and 
unredeemable." (p. 198) 
The poet narrator successfully justifies the emanations of Maya's 
consciousness. Because of Gautam's half-deadness to the living world, 
which his dry brain (p. 195) was incapable of sensing, Maya feels justified in 
her decision. The objects, scenes, characters, all exist in the novel as image 
figures to objectify and dramatize the protagonists point of view. The 
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atmosphere of subjective objectivity so skillfully created makes the novel a 
work of art. 
Voices in the City
22
, is a lyrical novel with a difference. The protagonists 
T is not represented by a single person but consists of three individuals, 
Nirode, Monisha and Amla who present a divided point of view, but 
combine towards the end. The book has been divided into four sections. 
The first three deals with the hero's quest, while the fourth is attempted 
as a spiritual generalization, based on all that has been related in the 
previous pages. The plot oscillates between past and present, childhood and 
concern for future play a meaningful role in the present lives of the 
protagonists. 
Nirode in the first part of the book is the editor of a magazine who wants 
to cast off all his family connections, contrary to Maya, who was haunted by 
an idyllic childhood, Nirode wants to get rid of his attachment for his 
mother whom he believes to be leading a life of disgrace. He tells Sonny : 
"And you set about teaching me what to accept and what to reject 
— after I've thrown off every stinking undergarment of family 
fortune and family." (Voices in the City, p. 25) 
Nirode is in search of a meaning of life, and a life of detachment, but 
at every step feels thwarted and torn by an internal conflict. 
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"No. The newspaper carries the writer further and further into the 
impersonal, it only follows the you. The You is everything in the 
news. There is never an I. It is the I that interests me now." (p. 
32) 
Juxtaposed with Nirode's search for truth are the portraits of Sonny, the 
once upon a time rich landlord's son, Jit Nair, whose wife has eloped, with 
her lover David the foreigner who lives a hand to mouth existence, trying 
to understand India. Dharma, a queer painter. All these figures have their 
own personal handicaps, but pose to lead normal lives. 
Nirode is a rebel. He symbolizes the contradictions in human nature and 
as a passive purveyor of visions, wishes to rise higher, towards an ideal self. 
"For one drink following upon a day of such intensity had made 
Nirode transparent, revealed inside him the arterial network that 
now spread and grew on a plane slightly above that of Calcutta's 
tumultuous roofs cape, but attached to it by countless wires 
telegraph poles, chimneys, pigeon-roosts — one vast tangled net of 
the Bengali loquaciousness, the Bengali's quick emotion and 
fluency, his natural anarchism, his imbalance and inconsistencies, 
his dark and demoniac dreams that groveled mostly in the 
grossness of the city, its shapeless, colourless and grim old 
houses and slums, then heaved up, like the radio aerials and 
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pigeon-roosts that collected the fuzz of smog on the roofs, and 
now and then rose and fled like a scattering of mother-of-pearl 
pigeons into a forbidding sky. He spoke with conceit and 
malice, he disregarded his companions with fine philosophic 
detachment, then noisily crashed into their midst again. He 
boasted of his various wild experiences, declaring them unique 
in one of his social class, little realizing it was the city that had 
thrust them upon him inexorably. Then with unconscious 
candour, he wondered aloud what to make of it all." (p. 22)  
All the subjective qualities, listed in the passage have their 
objective counterparts, viz., the arterial network in `Nirode has been 
associated with the countless wires, telegraph poles, chimneys, 
pigeon roosts etc. Nirode's demoniac dreams, natural 
anarchism, imbalance, inconsistencies are paralleled with 
shapeless, colourless grim old houses and slums. 
A succession of images to externalize the internal, to make abstract 
concrete, is a distinguishing feature of lyrical novels and this novel 
abounds in images and image scenes serving as formal analogues for a 
private world. In fact the entire novel is a network of interlocking images. 
The story begins with Nirode, followed by Monisha's first person 
account and public monologues, further joined by the experiences of 
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Amla. Overlapping ruminations are apparent. Monisha mirrors the 
personality and experiences of Nirode, and Amla does the same for 
Monisha. In a lyrical novel the protagonists absorb objects and persons in 
order to achieve aesthetic objectivity. Nirode, Amla and Monisha, three 
personages, engaged in search of meaning of life cope with it in their own 
way, confront the moment of recognition, and form their own resolutions 
which in the end merge with the universal. 
The lyrical process makes the protagonists distort the universe, or 
dissolve it into hallucinations or dream, to reveal the infinite and the 
organic. Nirode, wishes to brush up with the past but is reminded, or rather 
gripped by it in his dream. 
"Into Nirode's sleep the bright birds of the past came serenely 
winging, and the wide gestures of their wings ushered into his 
sleep the gemmed loveliness of a holiday home of his 
childhood...."  
Thinking of the empty miserable life of Bengali women, Monisha is 
lost in hallucination, when she sees the 'Bleeding Heart' Doves in the zoo. 
"What does it all mean? Why are lives such as these lived? At 
their conclusion, what solution, what truth falls into the waiting palm 
of one's hand, the still pit of one's heart? 
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Here is the answer — here, here, here, Look. I will scream. I 
cannot believe — but here it is. Look through these bars, into this 
cage of doves — look, look at the terrible answer...." (p. 121) 
Amla experiences perfect happiness in the presence of Dharma. She is 
translucent with joy and overflowing with a sense of love and reward (p. 
210), but in her subconscious, is scared of losing it, of being cheated. 
"At night in her dreams, Amla believed that they were former 
models turned into white birds by Dharma, warning and 
scolding her in their harsh broken voices." (p. 211) 
"There were moments when Amla feared to touch a paint brush, 
feeling it might take wing and swoop out of the window, or the ring 
on her finger, half expecting to see a caterpillar crawl out of the 
Tibetan turquoise." (p, 212) 
The leitmotif of the novel is journey. The novel begins with an image 
scene, the very first line of which describes the train in subjective as well as 
objective terms. The symbolic vision includes journey at every step. 
Nirode, the chief protagonist, always connects his ideas and experiences 
with train and journey. 
"Nirode groaned, T'd never go, David I never shall'. I pack my 
bags. 'I arrive at the station,' and when I have one foot in the train, 
I hesitate. That's my undoing — this lack of faith and this 
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questioning. I just stand and watch the train rush off, leaving me 
behind like a ghost in a bloody nightmare." 
David : "I find the ticket alone answers all my questions, reassures 
one completely". 
Nirode : "Ah, do you? For me, all tickets are marked with 
question marks. That is all I ever find on them." (p. 39) 
The recognition of truth has also been described in terms of a journey. 
'He wondered if man did not lose something of himself in this 
quarrel with his instincts, and if, in being a victor, there was not also 
a part of him — a part that had been remote, curious and unique — 
that was vanquished. And if it was not better therefore to be — to 
be — what? What can a man be if he is not a freak ? If he 
journeys, his body and mind will suffer expense, and perhaps the 
moral of it all is not to avoid the expense, but merely to make the 
journey worth the expense.' (p. 225) 
Amla on the other hand feels weak and exhausted when confronted 
with truth. 
"A combination of all these revelations and inspirations filled her, 
expanded her, made her rise and float, and on its drift she left the 
house, feeling as emptied out, frangible and exhausted as if a high 
fever had drained her." (p. 231) 
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But she also learns the need for continuity in life from birds, which serve as 
a catalyst, which changes the finite self of Amla into an infinite aesthetic 
self. A part of the chain of life. 
"These birds they stay in the trees inspite of all those crowds 
around them, all that shouting and jumping and pushing. They don't 
give up their trees. They are not afraid. Isn't that strange?" (p. 
232) 
At the races Amla realises that the world cheers the winner, one who falls 
and dies is soon forgotten. It is life and living which matters not death. 
Monisha on the other hand feels defeated. 
"I am turned into a woman who keeps a diary. I do not like a 
woman who keeps a diary. Traceless, meaningless, uninvolved, does 
this not amount to non-existence, please?" (p. 140) 
It is the recognition of losing the battle of instinct, the essential human in 
her, which leads her to her final resolution. 
"These people know and feel something I do not, they are all 
nodding in agreement with the singer, they understand what she is 
singing to them. If I won a war over the mind, then they lost a 
war to their instincts, and it seems my victory has less value 
than their loss." (p. 239) 
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As Novelist suggests, in a lyrical novel, imagination transforms nature 
from a mechanism into a poetic whole. The artist thus renders an image 
of infinite nature and his own infinite self, the symbolic hero is the passive 
instrument of this process.
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Monisha's sense of loss on not being able to have the primeval feelings 
of love and involvement, is a glimpse of the ideal self she aspires to 
attain, but fails. 
In the end of the novel, Nirode and Amla together present a 
picture of the transcendental or symbolic hero who is the aesthetic 
abstraction of the universal. The contradictory point of views are all 
merged into the ideal self. Calcutta is no more a city stirring with 
its own marsh bred, monster life that like an ogre kept one eye 
open through sleep and waking (p. 41), but it is the city which is 
ever bowed in worship to the Great Kali, the mother of all. Kali, 
who is reality and illusion, the world and Maya is one (p. 256). 
This awareness of the universal by the protagonists is the point of highest 
concentration in the novel. The quest is over, the journey of life is no more 
reckless but directed by an unseen power, omnipresent, omniscient and 
omnipotent. The animate and the inanimate are combined into a 
harmonious whole. 
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This drama of the voices, with the great palpable city in the background, 
reveals all the features of a lyrical novel. The passive hero, action replaced 
by perception, the quest for the meaning in life, the inner conflict in the 
protagonists to realize an ideal self, the romanticized hero reflecting a 
spiritual image of man's relation with the universe, expressed through 
symbols and images including both subjective and the objective worlds. 
"A decisive difference between the conventional narrative and the lyrical 
novel is the treatment of the outer world. In the first, it is placed beyond 
both writer and reader, imposing between them and the theme. In lyrical 
mode such a world is conceived not as a universe in which men display their 
actions, but as a poet's vision, fashioned as a design. The world is reduced 
to a lyrical point of view, the equivalent of the poet's T, the lyrical self."
24 
111 Fire on the Mountain,
25
 the self-destructive fire in the heart and mind of 
Nanda Kaul, juxtaposed with the bare physical surroundings caused by 
forest fires, decides the lyrical point of view. 
...he stopped and kept behind while Nanda Kaul, slit-eyed burned 
on the knoll. (Fire on the Mountain, p. 5) 
-The poetic design consists of Nanda Kaul a recluse by circumstance, 
Raka, a recluse by choice, and Ila Das a born recluse, because of her 
physical handicaps. 
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The setting is the symbolic house, called Carignano, which stands alone 
on a knoll, a meeting place for the three protagonists. The sets are combined 
both by explicit statements and implicit imagery. Only one more figure 
interacts with the three main protagonists, that is Ramlal. This sparseness of 
characters, matches with the sparseness in vegetation. 
; Nanda Kaul is the passive purveyor of visions, who had chosen the house 
to find rest and relief from the mad world of duties and obligations. Through 
her, the poet narrator makes explicit her poetic vision. "Nanda Kaul, as the 
symbolic hero, distorts the world in ordef "to create an aesthetic image. 
"It was the place, and the time of life, that she had wanted and 
prepared for all her life." (p. 3) 
"What pleased and satisfied her so, here at Carignano, was its 
barrenness. This was the chief virtue of all Kasauli of course — 
its starkness." (p. 4) 
Kasauli, a hill station, is presented as a barren, dry, unattractive place, 
surrounded by scenes of past and present forest fires, and always threatened 
with a new one. Nanda Kaul's choice of a house, at such a place, becomes 
the focal point of this dry and burnt landscape, which in fact, symbolizes 
the inner self of the protagonist. 
A certain ambiguity of purpose prevails, which is again a characteristic 
of lyrical novels. This ambiguity is caused by ironical tones adopted to 
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depict the conflict, between the real and the fleeing, escaping self of 
Nanda Kaul. Nanda Kaul wishes to break up with the past, but the past 
continuously impinges on her privacy and distracts her vision. 
The protagonist's quest is represented symbolically by a lyrical 
progression, produced by elaborate picture scenes. The whole novel is 
interspersed with references to the past, in the fun of the history of 
Carignano, life at Nanda Kaul's husband, the vice-chancellor's house, 
scenes from Nanda Kaul's childhood, history of Raka's parents, the 
history of Ila Das. 
The present is mainly represented by Raka, her exploits and adventures, 
in direct juxtaposition with the experiences of Nanda Kaul and Ila Das, who 
are three generations removed from her. 
• The concept of subjective objectivity followed by Anita Desai is present 
in this novel also. The experiences of Nanda Kaul, who is in search of a 
total self, are arranged in a pattern of imagery. This pattern includes both 
human beings and objects, and are manifestations of the acting thought. 
Prominent images include Carignano — for seclusion, Kasauli — 
barrenness, starkness; History of Carignano — the loneliness misery of 
life, especially of lonely and unmarried women; Postman — animal 
existence; school boy — life of instincts; Ramlal — servant endowed with a 
kind and gentle heart; life of Tara-failure of social life; and life at Vice 
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Chancellor's house — duties and obligations; appearances; letters, 
messages, telephones — the outside world with which Nanda Kaul wished 
to have no connection; Eagle — Nanda Kaul's aspirations for attaining 
higher self, the club-vanity and hollowness of a life of appearances; insects, 
lizards, crickets, cicadas — low self-esteem for herself and Raka; the climb 
to the monkey point — difference in age. 
These are but a few listed. A single image may symbolise many things 
at the same time. 
Raka is the catalyst in this novel. She leads Nanda Kaul to the 
discovery of truth. In a lyrical novel, the protagonists wear the mask of the 
poet narrator. For the purpose of dramatic juxtaposition, the hero detaches 
himself from the scene of action, absorbs the action, and through the 
process of perception, mirrors it to create an ideal world. Here in this novel, 
Nanda Kaul is only an observer, while Raka enacts the moral point of view 
in symbolic gestures. Raka does not change herself because : 
"If Nanda Kaul was a recluse out of vengeance for a long life of 
duty and obligations her great grand-daughter was a recluse by nature, 
by instinct she had not arrived at the condition by a long route of 
rejection and sacrifice, she was born to it simply." (p. 48) 
Raka is often referred to as an insect, a cricket, a pet insect (pp. 39, 
42, 45 and 54), which suggest that she was completely at home with 
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nature. Unlike Nanda Kaul, she does not dream of orchards in Kashmir 
(p. 93), but is happy to indulge in the hallucination of becoming a ship 
wrecked hero. 
"I'm ship wrecked, Raka exulted. I'm ship wrecked and alone. She 
clung to a rock — my boat, alone in my boat on the sea, she 
sang." (p. 61) 
If Nanda Kaul's quest for ideal self spelt calm and peace, for Raka it 
was complete oneness with the elements of nature. She is ecstatic to set the 
forest on fire. It is doubtful whether she was left unscathed. 
"There was a scratching at the window that turned to a tapping, then 
a drumming, Nani, Nani, whispered Raka, shivering and 
crouching in the lily -bed peeping over the sill. Look Nani, I have 
set the forest on fire." (p. 145) 
While Nanda Kaul is full of contradictions, Raka is completely devoid of 
them. Unlike Nanda Kaul, who discovers her life as a lie (p. 145) in the 
end, Raka has no compunctions. Nanda Kaul feels she is independent at 
Carignano, but gradually becomes emotionally dependent on Raka. 
"But now Nanda Kaul seemed unwilling to stop talking, to let 
Raka out of her sight. There she flopped on her chair a small fish 
gasping for its native air but the old lady had her on the hook — 
a sharp bright hook — and held the string tight." (pp. 94-95) 
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Raka's presence is instrumental in bringing about the spiritual 
awakening in Nanda Kaul. Prior to her confessing being a liar, and her 
life a lie, she is filled with concern for everyone and everything around 
her. 
...."She well and strong and upright, she ought to protect her. She ought to 
fight some of the battles." (p. 133) 
By rejecting others, Nanda Kaul was rejecting herself. The recognition 
of her need for Raka, brings about the spiritual awareness which lends her 
the calm and serenity she was seeking all her life. Her protectiveness for 
the insect reveals it. 
"Then becoming aware of Nanda Kaul‘s opaline presence, it lifted 
itself up on to its hind legs, as if in self-defence, and raised its tiny 
hands together under its chin, turning its solemn head from side to 
side as it studied her with exactly the same serene curiosity that 
marked her face. 
She put out her ringed hand and gave the lily a little shake, so that 
the creature tumbled off into the leaves. There it would be safe 
from birds." (p. 134) 
The encounters of Nanda Kaul with Raka and Ila Das not only determine 
the movement of the novel, but form the symbolic self-portrait of her ideal 
self. The recognition of her need for others, the craving for love and 
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belongingness. is the fire of the spirit which purges her and forces the 
confession out of her. 
Rhetoric in ordinary language can be seen as a set of principles or 
guidelines for getting things done by means of language. 
According to Leech & Short, 'Pragmatics and rhetoric are ways in which 
users implement the cognitive or ideational code of language.'
1
 
Wayne Booth considers rhetoric as the 'technique of non-didactic 
fiction-viewed as the art of communicating with readers'.
2
 
David Lodge states that rhetoric is the vehicle of an argument.
3
 
Form and idea are inseparable in any literary writing and as Henry 
James puts it in his essay the 'Art of Fiction' : 'questions of art are 
questions (in the widest sense) of execution'.
4
 
The following aspects of technique need special consideration : (i)   Fictional 
sequencing, (ii)   Discourse and Discourse situation, (iii)   Types of 
narration, the narrative voice and tone, (iv)   Speech and thought 
presentation, (v)   Point of view.  
 
Fictional Sequencing 
It is the aspect of presentation of information in a novel. It can be 
chronological, psychological, or presentational. While the first two are 
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self-explanatory, the third i.e., presentational sequencing requires some 
explanation. As Leech and Short describe it, the best order of presentation, 
if one wants to facilitate the 
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reader's processing of information both in fiction writing and in general 
expository writing is to go from elements which presuppose the least prior 
knowledge to those which presuppose the most. In presentational 
sequencing as well as in the other aspects of sequencing the authors 
artistic sense often shows in the way information is withheld, rather 
than in the way it is revealed.
5
 
All eight novels of Anita Desai have their own individual sequencing. 
Beginning with Cry the Peacock, in this novel the sequencing is more 
psychological and presentational than chronological. The first part of the 
novel describes an event which reveals the inherent qualities of the 
protagonists and yet the reader is not told anything about their identities. 
In other words, the death of a pet is all that the novel reveals in the 
beginning at a point of least supposition, and ends on a point where the 
reader feels that he knows all about Maya and Gautam, and hence he is 
not shocked by the end. The interior monologue, the conversation 
between Maya and Gautam, the hallucinations of Maya, are all detailed 
psychological analyses of the innermost self of Maya, and though 
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chronologically we feel that time has moved, Desai's deft presentational 
sequencing patterns it all in flash backs and dramatic modes of 
soliloquy, giving us the impression of a life story. 
In Voices in the City, presentational sequencing is paramount. The 
book has been divided into four parts, 'Nirode', 'Monisha', 'Amla' and 
'The Mother'. On retrospect, one gets the impression of four different 
portraits, wrought with great detail but fixed in their places. In fact the 
presentational sequencing impresses the reader as a study of four 
lives interlinked and yet compartmentalized in their own way. The 
psychological awareness is also patterned to reveal the individualities 
of the three protagonists. The novel does begin promising much but the 
end is rather abrupt and unconvincing. Amla has had her moment of vision 
and Monisha is effaced from the scene. Nirode's acceptance of their 
mother as Kali lacks conviction for the reader. 
Psychological sequencing in this novel is best traced in the sections 
dealing with Monisha and Amla. Monisha's journey from self-effacement 
to self-immolation and Amla's affair with Dharma, captures the 
impalpable experience of falling in and out of love in very convincing 
terms. Nirode's personal search surfacing again 
in the last part of the story does not achieve an intense illusion of 
reality, including the mental and moral complexities. Prof. Darshan 
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Singh Maini observes, ' Voices in the City shows a different if less 
intense Anita Desai'.
6  
Discourse and Discourse Situation 
'Discourse means linguistic communication' seen as transaction : e:\veen 
speaker and hearer, in prose fiction it is the author and the reader.
8
 
Discourse in prose fiction also has an extended meaning of between 
the writer and the reader. 
"Every writer assumes that he shares a common fund of knowledge 
and experience with his readers. This genera! background not only 
consists of common facts but also knowledge of historical events, 
literary works and even quotations from the latter. Because the 
author can assume knowledge which any particular reader might 
not necessarily have, we have to conclude that the addressee in 
literary communication is not the reader, but what may be more 
conveniently termed as the implied reader, a hypothetical personage 
who shares with the author not just background knowledge but 
also a set of presuppositions, sympathies and standards of what 
is pleasant and unpleasant, good and bad, right and  
wrong."
9
 
In keeping with the term implied reader, Booth has used the term 
'implied author'. 
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"It is a curious fact that we have no terms either for this created 
second self or for our relationship with him. None of our terms for 
various aspects of the narrator is quite accurate. 'Persona', 'mask' 
and 'narrator' are sometimes used but they more commonly refer to 
the speaker in the work who is after all only one of the elements 
created by the implied author and who may be separated from 
him by large ironies. Narrator is usually taken to mean the T of 
the work but the T is seldom if ever identical with the implied 
image of the artist."
10
 
In other words the views expressed in a writing cannot be automatically 
ascribed to the author. The arrangement may be arbitrary according to the 
needs of artistic arrangement. Booth further adds : 
"Some aspects of the implied author may be inferred through tonal 
variations, but his major qualities will depend also on hard facts of 
action and character in the tale that is told. The 'implied' author 
chooses, consciously or unconsciously what we read, we infer 
him as an ideal literary created version of the real man; he is the 
sum of his own choices."" 
Viewed from this angle, the novels of Anita Desai reveal interesting 
information about their implied authors. 
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In the first novel, Cry the Peacock, the implied author has a separate 
identity in Part: I and Part III but he is merged with the character of Maya in 
the II Part of the book, which also happens to be the major portion or the 
main story. As Prof. Maini says, Cry the Peacock is a story rendered 
through the consciousness of Maya and in her own agonised idiom.*
12
 
Although in the beginning the description is impersonal and uninvolved, 
gradually the implied reader is lead to understand her dilemma and by the 
time the novel reaches its climax the reader is totally wrapped up in her 
argument. The first person narration, full of rhetorical questions, are direct 
addresses to the reader, inviting his judgement on events. As a result the 
reader feels drawn towards Maya. 
'Why should I love him? I wish I did not! ? But then, what is it 
there for if not to feel sorrow? There never lived a bird that did not 
know a storm, a stone, a wound. And I, an adult thinking woman, 
had no more right to happiness than I had been taught by Gautam, 
to regard as a privilege.'
13
 
(Cry the Peacock, pp. 201-2) 
The implied author's role is to create the contrasting world of sensitive 
Maya and practical Gautam. Anita Desai consciously filters information so 
that towards the end Maya's version seems fully justified and wins the 
whole-hearted sympathy of the reader, or to use Booth's phrase, the 
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reader is caught in the trap of (Maya's) 'suffering consciousness'. (Booth, 
p. 383) 
In Voices in the City the implied author seeks to portray 'the illusion and 
conflicts that upset modern Indian young people, sensitive, educated and 
excessively self-conscious, forced by the circumstances of living in 
Calcutta'.
14
 
The implied author is distant from his characters, as well as from the 
reader, except on the portion titled 'Monisha', where implied author and 
the character merge. The major part of the novel is written through a third 
person centre of consciousness. Against the background of Calcutta, the 
three figures of brothers and sisters stand out helpless and puny, till finally 
they are merged with the eternal flux of life epitomized in the figures of 
Kali and Calcutta. The tacit agreement between the implied author and 
reader is dubious at this point of sudden religio-cultural conformity in the 
novel.  < /  
Critics have for a long time distinguished between author and the 
narrator. It is also noticed that the narrator does not always address the 
reader but may address person or persons in the novel itself. 
Two types of narration however are quite common. T narration, or 
the 'first person narration' is the technique adopted by epistolary fiction 
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writers, and novels with first person account of one's own or someone 
else's life experiences. 
As Leech and Short put it, 'the choice of a first person narrator where the 
T is also a primary character in the story, produces a personal relationship 
with the reader which inevitably tends to bias the reader in favour of the 
narrator/character'.
21
 
Wayne Booth remarks that the personal account of T narration makes 
the narration dramatic, intense and lively.
22
 
'First person narration gives perspective, variety and authenticity 
to the narrative.'
23
 
Trollope, however, observes the perils of first person narrative. He 
writes, "It is always dangerous to write from the point of T. The reader 
is unconsciously taught to feel that the writer is glorifying himself, and 
rebels against the self-praise. Or otherwise the T is pretentiously humble, 
and offends from exactly the other point of view".
24
 
Henry James in his preface to the Ambassadors thinks that the first 
person (narration) in the long piece, is a form foredoomed to iooseness.
25
 
In modern fiction extensive use is made of first person narration. 
"The T becomes a de-personalised expression of the suffering modern 
sensibility. In order to control the fluidity of their more exuberant egotism., 
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a story within a story device is used allowing the T self-expression but 
confining it within the framework of an outer third person narration".
26
 
'Third person narration', is based on impersonal style of narration. The 
presentation is direct. The implied author and narrator are merged. The 
implied author claims absolute knowledge and hence an omniscient stance 
is adopted. This method allows the writer a large scope for depiction of 
objective as well as subjective states, and also facilitates the description of 
social and historical events. However the very omniscience becomes a 
threat to the economy and architecture of the composition because there are 
no limits to the freedom of the author. 
Booth envisages certain dangers of this kind of writing. He writes, 
"There can be no intensity of illusion if the author is present, constantly 
reminding us of his unnatural wisdom. Indeed there can be no illusion of 
life where there is no bewilderment and the omniscient author is obviously 
not bewildered. The process most like the process of life is that of 
observing events through a convincing human mind not a god-like mind 
unattached to the human condition".
27
 
/Another kind of narration advocated by Henry James is the 'indirect and 
oblique view'.
28
 This method of story writing gives an account of strictly 
selective impressions; from omniscient narrative by concentrating on the 
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inner reactions to a given situation of a restricted member of characters 
(sometimes indeed, confining 
itself exclusively to a single viewpoint); and from the stream of 
consciousness , by being less interested m the processes to ordinary 
undisciplined human consciousness than in illustrating the workings of this 
consciousness when it is directed to a particular end.
29 
In modem fiction, the indirect mode of narration is considered superior to 
any other mode. In this method the author renounces the privilege of 
direct intervention and allows his characters to mould themselves. Such 
authors agree with Percy Lubbock
30
 that the art of fiction does not begin 
until the novelist thinks of history as a matter to be shown to be so 
exhibited that it tells itself. 
In the writings of Anita Desai there is a combination of all three types 
of narration. Desai adopts T narration technique in only two novels, Cry 
the Peacock and Voices in the City . In Cry the Peacock, Part I and Part 
III serving as prologue and epilogue, are third person narration. The main 
drama, Part II is narrated by Maya, the primary character of the novel, 
who traces her own psychic developments from normal longing for love 
and life to obsessive tendencies with death and destruction. 
In, Voices in the City, the section on 'Monisha' is written in the first 
person, presented as pages from her diary. It is true that both these 
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accounts tend to gain the reader's sympathy and lend an air of intensity to 
the description. Self-revealing as the writings are, the account nowhere 
degenerates into egotism or falsehood but attracts our attention and gains 
reader's confidence, as the candid confessions of both the characters are 
unmistakably the very cry of the soul, the sanctity of which only calls for 
reverence. Anita Desai's, A Village by the Sea, is an example of direct 
telling in which the omniscient author does not explicitly interfere with 
the subjective world of the characters. 
In the remaining writings, Anita Desai follows the Jamesian way 'of 
standing above the story and taking a broad view of many things, of 
transcending the limits of immediate scene'.
31
 Through the third person 
stance, Anita Desai is able to evoke a strong feeling of closeness with the 
characters. This effect is achieved through the device of 'Free Indirect 
Discourse', applied extensively throughout her works. It is because of 
this device, the constant presence of the author is not felt, disturbing us 
with forced commentary.  
The distinguished role of narrative voices and the resultant tone in the 
novels of Anita Desai make an interesting study. 
In Cry the Peacock, the two separate voices of Maya and Gautam 
determine the tone. The novel begins and ends with a third voice which 
may be termed neutral, but the major writing registers two distinct voices 
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supporting arguments in two different directions. While Maya's voice gains 
in strength as the novel progresses, Gautam's becomes feebler and feebler, 
till in the end we hear the triumphant call of Maya after she accomplishes 
the deed. The voices of minor characters serve as contrast to the dominant 
voice of Maya, resulting in added justification of her line of thinking. 
The feeling evoked by the novel is not univalent but multivalent. 
The reader is left with a sense of ambiguity. There is a clash between 
intellectual and aesthetic interests. Even though the reader sympathises 
with Maya, her final act of impulse is justifiable to a sane mind. 
Aesthetically, the minute recordings of Maya's sub-conscious and its 
description in palpable terms is a marvel by itself. The reader is 
captivated by the beauty of the vivid picture and yet at the same time 
he does not stop sympathizing with Gautam altogether. As a result the 
feelings evoked are ambiguous. 
Voices in the City, as the title suggests is a concourse of voices not 
necessarily concordant. Fore grounded against the din of Calcutta city, the 
major characters have their own conflicts to settle through their 
prominent vocalizations, but the author's voice is deliberate and clear, 
editing, commenting and marshalling events. An earnest effort to grasp 
the meaning of life determines the tone of the novel. 
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While Nirode is trying to seek an identity through his transactions 
with different people, young and old, Monisha and Amla in their 
restricted world are also trying to solve the mystery of life. This direct 
probe into the fundamental concerns of life makes it a novel based on 
intellectual interests. The aesthetic interest is best catered for in the 
account of Monisha and Amla. Both of them gain reader's sympathy. 
The prevailing seriousness of tone is accompanied by intense dramatic 
irony, evident from the beginning of the novel. 
'On the platform people loitered in various attitudes of 
nervousness impatience and regret.' 
'So it seemed to the red-shirted coolies', etc.
42 
 
 
This free play of irony can also be marked in the description of minor 
characters, the generic observations on Bengali women, the typical 
family life of middle class Bengalis, (Jiban's family), the love and 
vanity of past grandeur (Sonny and Sonny's family). The remarks of 
Nirode on present day society are all full of satirical bitterness. 
On the other hand the candid expression of Monisha, Amla and 
Dharrna's feelings fills the reader with a sense of awe and acceptance for 
the unavoidable springs of nature in man. 
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In the last part of the novel, there is a sudden collapsing of levels of 
discourse. The finality of tone with which the 'mother' is described as 
Kali is something the reader is not prepared for. Awareness of sudden 
truth like sudden change is shocking.  
The novel ends thus diminishing the effect it had created from Part I 
to Part III.  
The book begins and ends with the visits to give the impression of a 
tunnel into their ancestors and family history. I believe in going 
backwards into the past - I felt I was digging a tunnel back to the past.  
 Someone who wants to write should make an effort to write a little 
something every day. Writing in this sense is the same as athletes who 
practice a sport every day to keep their skills honed.  
 
India is a curious place that still preserves the past, religions, and its 
history. No matter how modern India becomes, it is still very much an 
old country.  
  
Anita Desai prefers simple words to polysyllabic words. A discrete, 
mixture of Saxon words and Latin words give her English a native 
touch. Although writing about human psychic, she uses more concrete 
nouns then abstract. This is to eliminate the disjunction of self and 
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world. She portrays the cultural and social changes that India has 
undergone as she focuses on the incredible power of family and society 
and the relationships between family members, paying attention to the 
trials of women suppressed by Indian society. 
 As a result of this, her writing gains an authenticity since man‘s two 
halves- the subjective and objective make a whole. For vividness and 
visibility, she includes adjectives referring to physical and psychological 
states. The narrative voice is mirrored in evaluative epithets. 
 A large number of adverbs of time, place, direction and degree give 
her writing a pure quality and throw light on the personalities of the 
characters, so as to render their total image for immediate apprehension. 
A judicious use of disjuncts, adjunts and conjuncts clarifies the contrast 
and juxtaposition of which her writing is full. A balanced use of 
transitive and intransitive words adds speed to the progression of 
images, which are created in order to dramatize an inner conflict and 
symbolize it objectively through a situation. The transitive words give 
the reader an impression of movement and activity and thus add 
liveliness to the description. 
 Anita Desai prefers complex sentences to simple once. The 
passages have approximately a ration of 1:8 between simple and 
complex sentences. The complexity arises due to both subordination and 
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co-ordination. Anita Desai prefers clauses, infinitive without to, ing-
particle and ed-particle. The use of non-finite clauses is a mark of 
careful writing. These clauses result in compactness and hence aid fluent 
reading. An interesting feature of her style is the use of articles she 
makes stinting use of generic references. However far from attaching 
insignificance, these serve as foregrounding devises, which make 
explicit the intensions and the inclination of the characters. In the garb of 
beautiful words and phrases, Anita Desai has tried to probe deep in to 
human psychic. She seldom gives vent to anger because that might prove 
to be destructive. Instead. She leaves the final word to the reader. A 
fondness for some special images based on light and flight are Desai‘s 
favorites. Birds are symbolically very prominent in her novels. Here is a 
table on the grammatical devises from some of her major novels. 
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Grammatical Analysis 
 Getting up at last, she went slowly round to the back of the house 
and leant on the wooden railing on which the yellow rose creeper had 
blossomed so youthfully last month but was now reduced to an exhausted 
mass of grey creaks and groans again. She gazed down the gorge with its 
gashes of red earth, its rocks and gullies and sharply spiked agaves, to the 
Punjab plains – a silver haze in the summer heat- stretching out to a dim 
yellow horizon, and said it wrong? Have I not done enough and had 
enough? I want no more. I want nothing .Can I not be left with nothing? 
But there was no answer and of course she expected none. 
 
Looking down, over all those years she had survived and borne, she saw 
them , not bare and shining as the plains below, but like the gorge, 
cluttered , choked and blackened with the heads of children and 
grandchildren, servants and guests, all restlessly surging, clamouring 
about her. 
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Name of the book :   Fire on the Mountain (p17) 
 
No. of words :-  168 
No. of sentences :- 8 
 
Total No. of nouns : - 24 
 
Concrete :- 17 
Abstract : - 6 
Proper : - 1 
 
Total No. of verbs :- 19 
Transitive :- 8 
Intransitive :- 11 
 
Adjectives :- 8 
Adverbs :- 6 
 
Total No. of articles :- 12 
Definite :- 9 
Indefinite :- 3 
Simile :- 1 
Metaphor :- 1 
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CATEGORIES 
 
CRY THE 
PEACOCK 
1963 
 
VOICES 
IN THE 
CITY 
1965 
 
BYE 
BYE 
BLACK 
BIRD 
1971 
 
WHERE 
SHALL WE 
GO THIS 
SUMMER 
1975 
 
FIRE ON THE 
MOUNTAIN 
1977 
 
CLEAR 
LIGHT 
ON THE 
DAY 
1980 
 
A 
VILLAGE 
BY THE 
SEA 1982 
 
IN 
CUSTODY 
1984 
No. of words 
in the extract 
514 516 501 520 490 526 492 513 
No of 
sentences 
25 25 11 30 22 17 22 33 
No. of 
words per 
sentence 
20.56 20.68 45.54 17.33 22.27 30.94 22.36 15.63 
Nouns total 
number 
80 99 78 91 83 80 89 100 
Concrete 75 75 58 71 63 66 81 82 
Abstract 05 24 15 15 16 13 07 14 
Proper 00 03 05 06 04 01 01 04 
Main verbs 
total 
number 
76 61 58 57 49 60 41 73 
Transitive 66 23 29 29 35 53 23 66 
Intransitive 08 23 29 28 14 07 18 10 
Adjectives 23 18 15 50 21 19 24 16 
Adverbs 31 16 25 20 14 21 32 14 
Articles 
total No. 
39 29 28 26 29 44 31 31 
Definite 29 11 21 18 23 35 24 13 
Indefinite 11 18 07 08 06 09 07 08 
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Chapter 3: 
First Phase and Second Phase of the Analysis 
Anita Desai‟s Novels Written in the 60s 
 
(A) Cry, the Peacock (1963) 
 
Anita Desai‘s first novel is also perhaps the first step in the 
direction of psychological fiction in Indian writing in English. Initially 
the novel shocks us with its neurotic and near morbid obsession with 
death but on a closer study, we admire the writer‘s skill in capturing the 
psychic states a woman haunted by an awareness of death. The novel is a 
fictional rendering of a fear and anxiety neurosis that grips young and 
sensitive women on the threshold of her marriage and leads finally to the 
death of her husband and her own suicide. In tracing the neurosis and 
death anxiety of Maya, the psychologically disturbed heroine of this 
novel, Anita Desai employs the technique of a ―fugue‖ in a specific 
psychiatric sense. In the process, the novel becomes a fascinating 
psychological study of neurotic fears and anxieties caused by marital 
incompatibility and disharmony, and compounded by age-old 
superstitions. (H.W.Frink, ―Morbid Fears and Compulsions: Their 
Psychology and Psychoanalytic Treatment.‖ London, Kegan Paul, 1929. 
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p163-185). The various psychic states of Maya, chaotic and disordered 
as they are, have being unified into a pattern through a series of iterative 
motifs and symbols, which while externalizing Maya‘s inner crisis lend 
the narrative qualities of a tragic poem. Maya‘s muted and muffled cries 
for love is in a loveless marriage are articulated in the cry of the 
peacock, which is symbolic of life- in death and death-in life. 
 This novel is divided into three parts each dealing with the origin 
development and culmination of Maya‘s neurosis. By connecting 
Maya‘s neurosis to her marriage, Anita Desai transforms the 
conventional story of a marital disharmony into a moving study of the 
psychic of a woman. The former part of the novel indicates Maya‘s 
unconscious father fixation. Anita Desai makes use of the technique of 
contrast. First there is a contrast between the worlds of the father- a 
world of love, tenderness, flowers and Urdu poetry, and the world of 
Gautama- her husband is a world of absolute detachment where even 
love is not love, where everything is reduced to the dictums of Bhagwat-
Gita. Next there is contrast between a life of freedom and a life of 
loveless enchainment. 
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Let us look at this novel from the stylistic point of view. 
Analysis of “Cry, the Peacock”  (p1) 
  
 All day the body lay rotting in the sun.(1) It could not be moved on 
to the varandah for, in that April heat the reek of dead flesh was 
overpowering and soon have penetrated the room.(2) So she moved the 
little string bed on which it lay under the lime trees, where there was a 
cool, aqueous shade saw its eyes open and starring still, screamed and 
rushed to the garden tap to wash the vision from her eyes, continued to 
cry and ran, defeated in to the house.(3) The gardener came and drew its 
eyelids down with two horny thumbs reflectively sad as when he laid 
had laid a dead branch that he had to cut off, on the compost heap.(4) 
But he would not bury it, as she begged him to do. (5) Often in the 
course of that day he said to her, patiently, ―The sweeper will do it.(6) 
He has gone to visit his brother, but when he returns he will do it.‖(7) It 
was afternoon now, and the sweeper had not returned.(8) Crows sat in a 
circle around the corpse and crows will eat anything- entrails, eyes, 
anything.(9) Flies began to hum amidst the limes, driving away the 
gentle bees and the unthinking butterflies.(10) She thought she saw the 
evil glint of a blue bottle and grew hysterical.(11) The gardener sent his 
wife to take her into the house and keep her there.(12) She sat there 
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sobbing, and waiting on to the varandah and looked to see if he were 
coming up the drive which lay shriveling, melting and the shiveling 
again, like the molten lead in a groove cut into the earth, and out of the 
corner of her eye, could not help glancing, as one cannot help a tic, at the 
small white corps laying at one end of the lawn, under a sheet under the 
limes(14) 
 Later in the evening, when the Sun hung pendent from the top most 
branches of the trees, swelling visibly like- she thought- a purulent boil, 
until it was ripe to drop, her husband came home. (15) He was very 
late.(16) but as soon as he came, he did all that was to be done, quickly 
and quietly like a surgeons knife at work. (17) He telephoned the public 
works department, he had them send their scavenging truck to take the 
corpse away and saw it to himself that they lifted it in with care. (18) 
―Yes, yes the bed two,‖ he said. (19) ―By all means burn it too‖.(20) 
When the truck had left he came to her wiping his fingers on a 
handkerchief much used and soiled during the day yet still in neat 
folds.(21) ―It is all over,‖ he said.(22) ―Come and drink your tea, and 
stop crying, You musn‘t cry.(23)  
 But she would not lift her face from a cushion, for fear the stench of 
decaying flesh still hung in the bougainvillaea coloured evening air.(24) 
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All that it had come in with the slow breeze that sucked the curtains in, 
then slowly drew them out. (25) 
 
Analysis: 
 A woman is seen lamenting over a dead body, which has been 
shifted to the shade of lime trees, where it is cool and damp. The dead 
body‘s eyes were open the sight of which scares the woman and she 
screams and rushes to the garden tap to wash her eyes. She continues 
crying and runs inside the house. The gardener closes the eyes of the 
dead body with his horny thumbs. The women urges him to bury the 
body but he waits for the sweeper crows and even blue bottles circle 
around the corps. The women waits for her husband, watches the dry 
intently for his arrival, at the same time steals a glance at the dead body 
covered with a sheet. The hot sun aggravates the reek of dead flesh, and 
with it the pain of the suffering woman, for whom the sun is like 
discharging boil by now. Her husband comes home very late, but 
disposes the body in a professional manner. He is confidant, unmoved 
and advises her in a matter of fact tone. She, is still disconsolate, fears 
the stench of the decaying flesh, which had being blown in and out the 
whole day. 
 
 77 
General observation: 
 The vocabulary is simple and formal it is both descriptive and 
evaluative. The author makes free use of emotive associations of words. 
The text does contain idiomatic phrases.  
 
Nouns:   
 There are only five abstract nouns, rest are all concrete and relate to 
perception and process. Only the visual and all facto images have 
abstract nouns. 
 
Proper nouns:  
 Complete absence of proper nouns. 
 
Collocation: 
 Words related to eye and seeing are prominent in the passage. Saw 
it, eyes, vision, her eyes, eyelids, eyes, saw, she saw she taught, looked 
to see (an illusion- shriveling – melting- shriveling) corner of her eye 
could not help glancing a tic, swelling visibly, (like, she thought- 
comparison of an object perceived), saw to it herself, stopped crying, 
don‘t cry.  
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 For the women, seeing and thinking go hand in hand. She sees, she 
thinks, she reacts, cannot help seeing, but this seeing is distorted, 
illusory. She is helpless in controlling her seeing. Her husband not only 
sees but acts with responsibility and his confidence. He tells her not to 
cry, implying, stop troubling your eyes and heart about it/ He insists on 
it. You mustn‘t cry (sentence 23). For him the end of crying is the end of 
sorrow. 
 
Adjectives: 
 Adjectives are frequently used. They are non-gradable, like April 
heat, compost heap, Surgeon‘s knife, bougainvillaea coloured, evening 
air, and physical, which are gradable. Here Denominal adjectives denote 
provenance or style (Quirk and Green p403) 
 Adjectives are fore-grounded in the passage, as they point to the 
three different outlooks of life depicted in the passage. 
 (i) The gardener considers the body, a dead branch, (not the whole 
tree) closes the eye lids with his horny thumbs, considers the situation, 
as a dead branch on a compost heap. Compost heap implies something, 
which generates fertility, although made of death and decay. The 
gardener takes the event as an integral phase of the cycle of life.  
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 The women moves the little string bed (emotive), under the cool 
aqueous shade (emotive), becomes hysterical (psychological) thinks of 
gentle bees, unthinking butterflies, the evil glint of a blue bottle, molten 
lead, purulent boil (indicating imagination and hallucination) decaying, 
bougainvillaea, coloured evening air (sensitive to colour and smell). For 
her, the basis of life is feelings, heart, liver and spleen, as the ancient 
might call it. 
 The epithets used for the husbands manner are, surgeon‘s 
knife, send for the scavenging truck much used and soiled handkerchief, 
but in neat folds. These point to the husband‘s ability to face the 
situation objectively. He is deft in his actions, is quick and precise in his 
decisions (sends for the scavenging truck essential for cleaning), his 
handkerchief is used and soiled, but neatly folded, indicating that, 
perhaps he overuses things, but in a dignified manner. 
 
Verbs:  
 There is a balance of transitive and intransitive verbs. They refer to 
movements, physical acts, speech acts and perceptions. Mostly factual in 
nature, a few of them have emotional connotations e.g. screamed, 
defeated, begged, sobbing etc. 
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Adverbs: 
 Adverbs of place, time and manner are included. Those of manner 
give additional information about the characters, example reflectively, 
patiently used for the gardener. Quickly, quietly, used for the husband, 
visibly (used for the sun) but seen through the cautiousness of the 
women, slowly (used for the air), is also seen through the women‘s 
cautiousness. While the men reveal a patient acceptance, the woman is 
deluded. 
 
Grammatical Categories: 
 The passage has only four simple sentences, remaining are all 
complete. Besides declarative sentences, a few conversational sentences 
have also being included. Average sentence length is 20.56 and the ratio 
of the sub-ordinate clauses to principal clauses is 1:3. Sentences (3,14 & 
15) are the longest in the passage. They also pertain to the woman‘s 
reaction suggesting the complexity of her thoughts. 
 
Parataxis: 
 Sentences (18,19) indicate the brief authoritative manner of the 
husband. 
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Anticipatory Clauses: 
 Anticipatory Clauses are nine in number. They increase suspense 
and make the narration dramatic. Complexity of sentences is both 
viewed to pre modification and post modification. 
 
Short sentences: 
Short sentences point to the limited communication between the 
couple. 
 
Schemes: 
 Metaphors, Horny thumbs, suggesting hardworking hands. Compost 
heap, indicating disposal. Gentle bees, unthinking butterflies and evil 
glint of blue bottle are humanizing metaphors, reflecting the woman‘s 
sensitiveness. The sun-hung pendent from the topmost branches, 
swelling visibly, a purulent boy, until it was ripe to drop are synaesthelic 
metaphors, depicting the delirious thoughts of the woman. 
Bougainvillaea coloured evening air, points to the facts that the woman 
although overwhelmed with grief, is sensitive to the colours and smells 
around her. Sucked the curtain in, hint at the repulsive atmosphere of the 
place. Shriveling, melting and shriveling again are kinetic images, 
applied to solid states, a result delirious thinking of the women. 
 82 
 
Similes: 
The molten lead in a groove cut in the earth, gives the impression of 
liquidity for some thing solid and stationary. As one cannot help a tic, a 
tic although insignificant, yet it is discomforting, an apt image to 
describe the dead pet. Like a surgeon‘s knife, emphasis the quick, sharp, 
precise but insensitive method of the husband. 
 
Parallel construction: 
Under the sheet, under the limes. 
 
Cohesion: 
The passage describes the reactions of three different persons to a 
dead body and its disposal. The gardener accepts reality and maintains 
his composure. He even consoles the woman, but lacks independed 
action and hence cannot dispose off the body. 
The woman is all nerves, dependent, desolate, hysterical. The 
husband confident, controlled and objective. He accepts reality and is 
also independent in taking decisions and executing them. The gardener 
consoles, the woman weeps and the husband acts. This implicit 
connection of meaning has strong cohesive effects. Besides this the 
 83 
lexical repetition, pronounce and the definite article (29), have being 
discreetly added. The use of the definite article with intangible notions 
like the reek, the gentle bees, the unthinking butterflies, the evil glint of 
blue bottle attaches significance to them which otherwise is denied to 
them and point to the sensitive nature of the woman, for whom the world 
of nature is so much alive. 
 
Context: 
 Although a third person narration, delineating three characters, the 
passage in reality is an exposition of the cautiousness of the woman. The 
passage begins with the dead body lying in the sun and the woman‘s 
reaction to it, so that she moves the little string bed on which the body 
lay under the trees. She is scared to see the open eyes of the dead thing 
and hence the gardener closes them with his horny thumbs. She begs the 
gardener to bury it, but he only consoles her. She looks at the insects and 
birds around the corps but waits impatiently for her husband. She is 
almost panicky, when her husband arrives. She finds his action devoid of 
all feelings. She is told by him to stop crying, but she is reluctant, as the 
stench was overpowering the whole day and it continues to haunt her.  
 Out of the total twenty-five sentences only eleven refer to the 
gardener and the husband; the remaining are all about the reactions of 
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the woman. Complete absence of the proper nouns points to the fact that 
the author is analyzing personality types and not individuals with 
specific identity. The passage records the reactions of these different 
temperaments to a single situation.  
Grammatical analysis 
 
Like dead leaves his words pattered down, and slowly I ceased to pant, 
comforted by their regularity, their sober rhythm. I drew close to him 
again, impulsively drew him close to me. No, I did not wish him in a 
Muslim paradise, no more than I wished myself in a Christian hell. Ah, the 
thing to do was not to die, neither he nor I , but to live , and , living , 
sleep. „I want to sleep,‟ I whimpered, „I want to sleep‟ 
 
 But sleep was rent by the frenzied cries of peacocks pacing the 
rocks at night – peacocks searching for mates, peacocks tearing 
themselves to bleeding shreds in the act of love, peacocks screaming with 
agony at the death of love. The night sky turned to a flurry of peacocks‟ 
tails, each star a staring eye. 
 Can you hear them, Gautama? Do you hear them? 
„Hear what?‟ 
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 The man had no contact with the world, or with me. What would it 
matter to him if he died and lost even the possibility of contact? What 
would it matter to him? It was I,  I who screamed with the peacocks , 
screamed at the sight of the rainclouds, screamed at their disappearance , 
screamed in mute horror. 
 
 
Name of the book :  Cry the Peacock  (p175) 
 
No. of words : 204 
No. of sentences : 14 
 
Total no. of nouns : 22 
 
 Concrete :- 13 
 Abstract :- 8 
 Proper :-  1 
 
Total No. of verbs :- 22 
 Transitive :- 10 
 Intransitive :- 12 
 
Adverbs :- 4 
Adjective :- 8 
 
Total No. of articles :- 14 
 Definite : - 10 
 Indefinite :- 4 
 
Simple : 01 
 Metaphor : 05 
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(B) Voices in the City (1965) 
 
The most interesting aspect of the technique is that probably for the 
first time in Indian writing in English, a city emerges as a powerful 
character along with the other main characters. The city is portrayed in its 
varied facet, each running parallel to the psychic of the main characters. 
Nirode represents the life of a Bengali youth caught in the crosscurrents 
of a changing society. Manisha is a confused, hypersensitive middle class 
Bengali wife. The artistic circle of the city gets exposed in the portrayal 
of the characters of Amla, Dharma etc. Calcutta with Goddess Kali as its 
presiding deity is both a creator and a destroyer of her own character. 
Though close to her first novel in many respects, Voices in the City 
remains perhaps the most organized and also the most massive of Anita 
Desai‘s novels. She succeeds in created a structure that gives us 
overwhelming sense of unity. She achieves this unity through a series of 
parallelisms and contrasts that operate both at the thematic and the 
structural level, intensified by the her strong sense of locale, her ability to 
capture the spirit of the place, her acute eye for detail and her intuitive 
grasp of the interaction that takes place between man and his 
surroundings. Anita Desai succeeds in inter linking the varied elements of 
the novel by frequently changing her point of view, by employing 
 87 
iterative symbolism and by relating the whole experience two eternal 
archetypes- the mother and the city. 
Anita Desai‘s abundant use of images, especially of animal images 
and comparisons in references to the human characters is extremely 
suggestive as to the true nature of the core character. The authorial 
description of Sonny‘s entrance into a room where Nirode and Professor 
Bose are sitting reads ―a fine young stag straying inadvertently to the 
other images. The coffee house crowds are described has ―glued, like 
flies‖ Jit‘s words are described issuing as ―a serpents forked tongue‖ 
(p31). These images suggest that the core character is directly related to 
instinct.‖ 
Nirode- the central character is a symbol of young generation who 
is not in search of money alone but wants to attain a height so that 
people can adore him and cannot touch him easily. This novel deals with 
harsh realities of the contemporary India, where people desert villages 
and towns in a vain search of better and easy leaving to become famous. 
But a few get what they want. Most of them like Nirode remain in their 
nightmares and pass their whole life without reaching their goal. Yet 
they do not return to their land. The big city proves to be a mouth of a 
dragon where one can enter but cannot come out. The superfluous 
glorious life spellbounds them up to their last breathe. 
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Anita Desai seems to have selected the meaningful names of the 
characters that fit in exactly into the die of there nature. Example (a) 
Nirode means a hurdle or a problem. In fact his entire life remained a big 
problem. (b) Dharma means religion or being very logical or practical. 
That is what he is. (c) Manisha means a person who fulfills her desires 
or an independent person having her own way. 
Anita Desai has used the scheme of ―contrast‖ in this novel. The 
story is based on contrasts. A gap between appearances and realities. 
Life is a matter of getting in the train or remaining outside it, of being an 
actor or an observer, of acceptance and rejection. The contrasts have 
being skillfully wrought in the scene from a railway station, with the two 
brothers fore grounded representing the actor (Arun) and the observer 
(Nirode). As Jasbir Jain observers ―The contrast is right in he 
beginning.‖ Arun who is going abroad has been the father‘s favorite and 
has accepted routine. While Nirode loathes routine and wonders how can 
one spend once lifetime on ―Something that does not matter.‖ (p29) The 
basic human qualities of emotional attachment are shared by both Arun 
and Nirode, but the direction each one chooses for himself, foretells the 
theme of the novel. As Usha Bande comments on  Nirode‘s lack of 
desire to undertake a journey as a pathological condition. ―Nirode‘s 
inability to start a journey denotes the basic uncertainties in his 
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temperament. He likes to sink comfortably into his effortless 
inevitability of the betrayed man. His real self is exiled and in its stead; 
there is the false ―I‖ operating the center of the realm of experience- the 
self is absent while the urge to start the journey assumes intermittently, 
almost pathological proportions, it is a mark of his lack of volition that 
he is powerless to act and set out on his journey‖(p31) 
The novel explores the role of human creativity in man‘s quest for 
happiness and projects the problems of ―to be or not to be‖ in a fictional 
context. Each character in the novel typifies a particular kind of activity 
and each activity suggests a typical failure. The novels gains in densities 
as these failures are related to the actions of the three central characters- 
whose lives are shaped by their mother in the unconscious and who 
discover this unconscious influence in their foster mother- Calcutta City.  
The novel posits a kind of paradox between activism and success, 
for, without activism there is no success and all success leads ultimately 
to the destruction of the original impulse. We can see this paradox 
operative in the lives of all the characters. The little success that the 
voice brings to Nirode leaves him thwarted and frustrated. It brings him 
into contact with people he does not appreciate. 
Since the city is symbolic of all consciously organized human 
activities, Anita Desai has rightly chosen the city of Calcutta as the 
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locale where her characters move in search of meaning. The interaction 
that she suggests between the locale and the characters is not merely a 
matter of detail, it also suggests the direction in which human activity 
leads them. The black and white of Calcutta, its beauty and its ugliness 
represent the duality of all human activity. Calcutta city is the focal point 
of human activity in the novel, symbolic both of its beauty and its 
ugliness. Anita Desai renders these two expects with great sensitivity 
and accuracy. She displays extraordinary skill in creating the atmosphere 
that suffuses the lives of her characters, and captures in vivid detail the 
very spirit of Calcutta- the protective and destructive mother. She 
captures ―the dark of Calcutta, its warmth that clung to one with a moist, 
perspiring embrace, rich with the odours of open gutters and tuberose 
garlands‖(p35) 
Voices in the City does not seem to be a ―Willed effort in the 
direction of the realistic novel as Maini suggests in his perceptive study. 
In fact the symbolism in this novels is more effective then it is in her 
earlier novel. Anita Desai is not only aware of the locale, she is also 
aware of the historical moment, but as in Lawrence‘s Sons and Lovers 
the historical moment is captured is through a pattern of human 
relationships involving a family. 
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The novel repeatedly turns to the tragedy of man in a society where 
both art and life are devoid of love. Absence of love reduces every 
creative act into a self-destructive act. In this bleak and dismal world, 
love and artistic creativity alone seem to have some positive value. 
Nirode finds solace in the creative friendship of David; Dharma recovers 
from his solitude through the love of Amla; Bose finds creativity 
meaningful in his context with Amla; Creative involvement somehow 
rescues them all including the mother who remains active even in her 
self chosen isolation. It is Monisha alone who seeks them in human 
relationship and is finally destroyed. The novel is apparently pessimistic 
and the account of Monisha‘s suicide is horrifying to the extent of being 
morbid. But it communicates most powerfully the tragedy of human 
existence in a dehumanized society.  
Anita Desai is concerned in this novel primarily with this 
dehumanization of man. She achieves it not only through tone, 
atmosphere, narrative voice and characterisation but also by her moving 
poetic prose. She seems to have mastered the art of rendering 
atmosphere to its best fictional advantages. The extraordinary unity of 
the novel stems from the atmosphere she so skillfully creates. The 
characters here move like phantom figures in a monster city, which 
entices and destroys all that is beautiful and significant. The voices that 
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we hear are from a ghost city, warning us of a dismal future if we fail to 
bring love in to our creativity and into our relationships. They are 
authentic and they terrify us with their authenticity. This novel appears 
to be the only novel of Anita Desai to suggest a unity.  
Grammatical analysis 
Jit, turning his head away in a brief and unexpected gesture of despair, 
said „ I don‟t understand it – this terrible destructiveness in all of you. You 
seem to worship it, shelter it inside yourself as though it were essential to 
you. Nothing will persuade you to forgo it – not you, not your brother, nor 
that strange sister of yours.‟ 
 Amla , who had been infinitely bored by a long drawn out dinner at 
Mocambo , said in surprise , „But what do we destroy?‟  
 „You destroy- you destroy yourselves, and you destroy that part of 
others that gets so fatally involved in you. There is this – this dreadful 
attractiveness in your  dark ways of thinking and feeling through life 
towards death.‟ He wiped his face and looked at her incredulously. „I 
think I am drunk, or mad, or just fatigued by this horrible weather. I can‟t 
imagine why I am saying all this to you – perhaps I imagined I was talking 
to Nirode.‟ 
 
Name of the Book :  Voices  in  the City ( p175) 
 
No. of words: - 61 
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No. of sentences :- 9 
 
Total No. of nouns :- 15 
 Concrete :- 4 
 Abstract :- 7 
 Proper :- 4 
 
Total No. of verbs :- 17 
 Transitive :- 11 
 Intransitive :- 6 
 
Adjectives :- 6 
Adverbs :- 5 
 
Total No. of articles :- 2 
 
 Definite :- 0 
 Indefinite :- 2 
 Simile :- 0 
Metaphor :- 0 
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(C) Bye Bye Black Bird. (1971) 
 
 Anita Desai‘s third novel describes the interaction between the 
locale and the individual acquires a new dimension, for, the tension here 
between the white locale and the immigrant black bird involves issues of 
alienation and accommodation that the immigrant has to confront in an 
alien and yet familiar world. The migratory bird black bird is drawn to 
and repelled by the white inland as its new habitat. Anita Desai captures 
this conflict in fictional terms through Dev, ―One of those eternal 
immigrants who can never accept their new home and continue to walk 
the streets like strangers in enemy territory, frozen, listless, but dutifully 
trying to be busy, unobtrusive and, however superficially to belong‖. 
(p208) The novel traces the various phases through which Dev finally 
comes to accept his new home. Each phase in Dev‘s reconciliation 
suggests a psychic situation involving cross-cultural context and the 
impact they have on individual sensibility. Dev, who has some 
intellectual pretensions, has come to study at the London School of 
Economics ―Well in advance to make all the right approaches‖ (p9). By 
right approaches he means ―Approaching the professors and impressing 
them with the subtle complexities and the deep wisdom of the oriental 
mind‖(p9). The contact between the locale and the individual begins 
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right from Adit‘s house, who has settled in London, with his English 
wife Sarah. Dev‘s reactions to Sarah‘s cat and Sarah‘s uninhabited 
reference to its being in heat suggest a pattern of cultural differences that 
expands as Dev moves out looking for a job. When Sarah moves up to 
wash up the dishes Dev finds her ―equanimity of expression‖ 
unbelievable (p10). 
 Anita Desai narrates the various experiences that Dev undergoes and 
the culture shock they give him. Dev‘s tension is not due to the fact that 
he finds himself in an unfamiliar world, for, it was a familiar world. As 
the novel comes to an end we find Dev accepting and liking England 
where as Adit rejects and uproots himself from England and returns to 
India. Black Bird stands for temptation and the gloom that this 
temptation creates for the excolonial. 
 
Analysis of the novel ―Bye Bye Black Bird‖(p1) 
  
 The morning light slid down to the lane-lengths of the telephone 
wires, perched a while on the peaks of television aerials and then rolled 
down the drain pipes into the new- leafed hedges and through the silver 
caps of the milk bottles on the steps rang the brass door knockers and sat 
the birds and bottles clinking and clanking in informal good-morning 
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voices that rose up Dev‘s window and politely woke him.(1) But when 
he pulled out his watch from under his pillow he was disgusted to find it 
was barely five o‘ clock.(2) He wondered if it had died in the night of an 
inability to acclimatize itself, but its steady ticking asserted itself 
through the bright bead curtain of bird and bottle sounds and he shoved 
it away with a groan, then put his head beside it under the pillow.(3) But 
he had mistakenly left the window open at night and now the milky 
fingers of morning reached through and scrabbled through his winter 
coverings like a giggling tease and eventually, he had to emerge, half-
smothered, from the dark pillow and face the window now swimming 
with liquid light in which the red roofs and blackened brick walls of 
Clapham stood steady as the keels and hulls of sound old boats that had 
weathered the wash and swell of another day‘s tidal wave.(4) 
 He propped himself up on one elbow try to conjure some of 
yesterday‘s excitement and buoyancy out of the tiredness of a night‘s 
sleep began too late and ended too early.(5) Groping about for the 
support of a tranquilizing smoke, he found, he had left his cigarettes on 
top of the brass-knobbed dresser at the far end of the room.(6) There was 
nothing for it but to role out his disheveled bed leap up into the air as his 
feet touched the freezing floor boards race across to the dresser, snatch 
up cigarettes and matches and take a flying leap back into his blue   
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quilt.(7) Trying nervously to nurse it back to warmth and keep the ashes 
from falling on the blue satin, he thought with momentary bitterness of 
tea that would have being brought to him if he were at home in India 
now, by a mother, fresh from her morning prayers, or a servant boy 
scorched and sooty from a newly made fire.(8) By no stretch of 
imagination were his host Adit Sen or his wife Sarah likely to do this for 
him; there was an eider down- smothered silence from their end of the 
flat.(9) Once the cigar rate had dwindled to a stub and he had to leap up 
in order to fling it out of the window into the hedge, he felt he might as 
well wrap his earthen brown shawl about him and go out to find the 
kitchen and make himself a cup of tea.(10) It was the first lesson his first 
day in London taught him: he who wants tea must get up and make 
it.(11) 
 
Analysis: 
 It is early morning light mixed with bird voices and milk-bottle 
sounds that wake Dev on his first day in London. From telephone wires 
to the doorsteps, light gradually descends on earth. Dev finds himself 
uncomfortable in the new surroundings. He had left the window open by 
mistake, and to ward off the morning cold he will have to leave the bed 
and shut it. After closing his window, once again in his warm bed, Dev 
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remembers that he had left his cigarettes and the lighter on the dresser. 
With a leap he reaches the dresser but feels like having a cup of tea, 
when once again he is in inside his quilt he remembers the routine in 
India where his mother or the servant boy would bring him his morning 
tea. Here in England he could no such comfort. This realization teaches 
him his first lesson about life in England. If he wants a cup of tea, he 
will have to get up and make it. 
 
General Observation: 
The passage is written in simple idiomatic English. Word 
complexity is low out of 501 words only 132 have more than one 
syllable. There are many compound words coined by the writer which 
are fore-grounded example lane-lense, new-leafed, bead-curtain, bird 
and bottle, milky-fingers, giggling-tease, half-smothered, brass-knobbed, 
eiderdown-smothered. 
The deviance is both conceptual and non-conceptual. The writer 
has an individual style that displays freshness, keen observation and 
insight. The physical as well as psychological aspects have being 
intensely felt by the writer. 
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Nouns: 
Out of 78 nouns only 15 are abstract in nature. These abstract 
nouns refer to perceptions and processes both example voices, sounds, 
inability, milky fingers, giggling tease, excitement, buoyancy, stretch, 
imagination, eiderdown-smothered, silence, tiredness, bitterness, 
warmth, groan, wash and swell etc. 
 
 
 
Proper Nouns: 
 Proper nouns introduce the reader to the major characters Dave, 
Adit, Sarah, the locality and the city-Clapham, London.  
 
Collocations: 
 Words dealing with marine imagery are prominent example 
swimming, liquid, tidal wave, keels and hulls, old boats, weathered, 
wash and swell. 
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Adjectives and Adverbs: 
 In this passage adjectives and adverbs of manner refer more to the 
psychological states then physical objects. Since Anita Desai is trying to 
depict the physical world as apprehended by Dev who is only one day 
old in England, these word classes have an important role in describing 
feelings and reactions. Example excitement, buoyancy, informal, 
giggling, tranquilizing, freezing, newly, politely, barely, mistakenly, 
nervously, are all words with emotive connotations. The compound 
words new leafed, bright bead-curtain bird and bottle sounds, giggling 
tease, brass knobbed, representing the pleasanter aspect of life in 
England are juxtaposed with the doubtful bliss of the warm bed, for 
which epithets like half-smothered, disheveled, eiderdown-smothered, 
have being used. 
 Adverbs of place and direction add movement and dramatic quality 
to the passage. Verbs are very frequent in the passage. (58 main verbs) 
The transitive and intransitive verbs are equal in number. They refer to 
the movements, psychological states and perceptions. The past tense 
forms have being used with the deictic adverb- now (sent. 3&8) denoting 
neither an identifiable present, nor an identifiable part, but a fictive 
universe outside real time and space. Verbs combined with abstract 
nouns, adverbs of manner and adjectives with emotive connotations, 
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intensify psychological effects viz, mistakenly left, to conjure 
excitement and buoyancy, groping for support, trying nervously, leap up, 
pulled out, shoved away, fling out. The verbs clearly denote the 
nervousness and confusion in Dev‘s mind. 
 
Grammatical Categories: 
Sentence length: The first sentence is the longest. It denotes the 
complexity of ideas in Dev‘s mind the last is the shortest; it points to the 
emerging clarity of ideas, a result of his thinking. The multiplicity of 
coordinate structures with two relative clauses in sentence (1 and 4) 
suggests the thronging impressions on the mind of immigrant Dev. From 
sentence (2-10), the unsettled state of Dev is pictured, while sentence 
(11), resolves the conflict; he who wants to make tea must get up and 
make it. Dev has to rise to the situation, meet the challenge and make his 
stay in England a success. The brevity and force of the last sentence 
makes it very emphatic, after the description of the fluctuating state of 
mind in the middle sentences. Adverbs of clauses of time, place manner 
and condition emphasize cause effect relationship. 
 Prepositions are quite a few in number in the passage. Although a 
great deal of syntactic complexity seems to be arising out of 
prepositional phrases, these phrases relieve the description from over 
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abstraction. The role of OF in particular is to relate ideas to physical 
objects and sound example the bright bead curtain (imaginary) of bird 
and bottle sounds (real), as the keels and hulls (imaginary) of sound old 
boats (real) momentary bitterness (thought process) of the cup of tea 
(physical) the wash and swell ideational of another day (physical). 
 
Punctuation: 
The specific use of colon (:) is noteworthy. Adit Sen and his wife 
Sarah likely to do this for him;(sent: 9). A long pause in this sentence is 
to confirm the silence in the other part of the house, it also implies on the 
part of Dev. Again in sentence (11), his first day in London taught him 
(:) he who wants tea must get up and make it. The function of colon in 
this sentence is to separate the aphorism from the main sentence. 
 
Figures of Speech:  
 The passage is full of symbolic words and structures explaining and 
intensifying the one-day-old immigrant situation (1).  
 
Parallel construction: 
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 It is easy to find pairs like the following: had died- had weathered, 
excitement and buoyancy, tiredness and bitterness, reached through, 
scrabbled through. 
 
Metaphor and simile: 
 Most of the images occur in the first paragraph, where a constant 
assessment of the foreign situation is going on in the mind of Dev. The 
objective correlatives of the subjective feelings increase reader 
involvement. 
 Metaphors- New leafed hedges-suggest trimmed hedges, bright 
bead curtains of bird and bottle sounds- suggest tinkling sounds 
produced by chirping of birds and milk bottles as heard by Dev in his 
half asleep state, giggling-tease suggests an act of friendliness (an 
example of personification also), milky-fingers (personification as well 
as metaphor) suggests white, liquid light in the morning, an eiderdown 
smothered silence- suggests soft, luxurious leaving, which impels people 
to live in detachment. 
 Simile- As the keels and hulls of sound old boats- suggests that 
survival is a test based on day to day routine, the success of which 
depends on the strength of ones being.  
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 Synecdoche- Wash and swell- represents the rising falling tidal 
motion.  
 Elegant variation- the blue quilt and the blue satin both have being 
used for quilt.  
 Antithesis- Began too late, ended too late. 
 Phonological schemes- alliteration- the title itself is attiloative Bye 
Bye Black Bird, bird and bottle sounds, face the window now swimming 
with liquid light. 
 Assonance- Clinking, clanking, giggling. These words are 
intrinsically onomatopoeic also. 
 
Cohesion: 
 In this passage, the use of articles as co-reference links is interesting 
to note. 
 
Generic reference: 
 The use of indefinite article (7) coupled with abstract ideas suggests 
familiarity and normalcy. A grown, a giggling tease, a night‘s sleep, a 
tranquilizing smoke, a mother, a servant, a newly made fire, a cup of tea. 
The underline comparison between the two lifestyles continues 
unconsciously as revealed by these habitual modes of thinking.  
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 Specific reference occurs (21) times in the passage. Only thrice it 
has being used as abstract nouns (the wash and the swell, the tiredness 
and bitterness, the support) otherwise, the definite article is used with 
concrete objects. This consistent use of definite article with physical 
objects emphasizes, while Dev‘s behavior has being introduced with 
indefinite noun phrases to make him stand out as someone in unfamiliar 
surroundings. 
 Repetition is a common devise of Anita Desai to ensure cohesion. 
Words are constantly repeated example the window is repeated (4 times) 
pillow (2), leap (3), milk, milky (2) bird and bottle (2) steady, (2) half 
smothered (2) besides these the use of personal pronounce and 
demonstratives is frequent. 
 
 
Context: 
 The passage is a masterly combination of verbal artistry and 
psychological insight. From the first word to the last, an underline 
pattern with minute detail is manifest.  
 The morning light is shown progressing downward. It touches the 
telephone wires, television aerials, the drainpipe, the milk bottles, the 
brass doorknockers and the new leafed hedges—the writer exhibits an 
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uncanny choice of words. All these objects are man made; the two 
objects of nature, hedge and milk, are also shown under man‘s control. 
The hedge is trimmed and the milk is bottled. The birds and bottles are 
described as clinking and clanking. While clinking apart from suggesting 
the sharp sound of glass, also suggests the prison or lock-up, and 
clinking suggests the sound of chains. Man in a city is all locked up and 
chained. The mention of lane lengths in the beginning is the narrow 
limited world of man these days. The informal good morning voices 
politely suggest a welcome. The welcome is informal but not familiar, 
politeness suggests courtesy, not closeness. Dev, a stranger in the 
country can feel the welcome but due to lack of familiarity feels 
disgusted, pulls out the watch (the watch represents time, an inanimate 
object brought with him from India) thinks that it might have failed to 
acclimatize itself but finds it ticking steadily. Hence it is not the material 
world, which has changed, but rather the mental.  
 Dev tries to evade time, shoves the watch away with a groan, but it 
is still very near him. Next he realizes that the window was left open by 
mistake. This was the second mistake discovered since the daybreak. He 
feels the cold, the white morning light seems to be teasing him; cajoling 
him into acceptance of a different weather. His winter coverings (the 
cover of his Indian attitudes and experience) fail to ward off the cold. He 
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has to face the window, which seems to be swimming, but the figures 
and colour of roofs and walls of adjoining houses are as steady as the 
keels and hulls of sound old boats. The haziness lies in the vision of the 
onlooker, not in the objects, they have proved their stability. The reality 
and acceptance of time is established with the use of word steady. 
Steady ticking of the watch, steady as the sound old boat. Time does not 
stop, it is for Dev to weather this new life in England. The use of another 
day‘s tidal wave is again suggestive that the battle of life has to be 
fought from day to day. 
Dev prop‘s and supports himself, which is something very essential 
for survival. He tries to remember the good times, but physical and 
mental fatigue keeps him from feeling refreshed. Although the morning 
light is there, he gropes for cigarettes, retrieves them from the brass 
knobbed dresser at the far end of the room. The far end suggests the 
limitations of a new comer. He leaves his disheveled bed- the writer 
could have some other epithet but prefers disheveled, meaning lack of 
order, symbolizing the confusion in the mind of Dev. Dev leaps into the 
air. The word leaps has being used thrice, emphasizing the nervousness 
felt by him. He tries to regain warmth and the feeling of comfort. He 
tries to keep the ashes from falling on the quilt, which shows his sense of 
respect for the new environment. 
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 He thinks of India, Indian customs, the morning prayer, the mother-
son relationship (even the grown up sons are dependent on the mother) 
the scorched and sooty servant (the poverty of India) the newly made 
fire (the backwardness of India). Dev realizes that he cannot dream of 
dependence (in such matters as a cup of tree) on his host and his wife 
Adit and Sarah. The eider down smothered silence hints at the luxurious 
leaving, impelling people to lead lives of detachment. The cigarette, a 
temporary tranquilizer dwindles. He leaps up again to fling it out into the 
hedge. He once again faces the window means faces the reality and 
realizes that the only way to get relief is to make a cup of tea for himself. 
He wraps his earthen brown shawl (Earth symbolizes reality) and goes to 
the kitchen. He has learnt his first lesson on his first day in London. He 
who wants tea, must get up and make it. 
The contrast in lifestyles, and in the ways of thinking is also made 
explicit with the fore grounded use of but. But has being used in the 
beginning of two sentences and once in the middle. Dev fails to judge 
reality in the beginning, but in the end he has to accept it. 
 
The symbolism revealed by the passage, as studied through the 
words and structure, leaves one spell bound. From particular to 
universal, to use the Aristotelian phrase, Dev has to accept the physical 
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condition of change, redefine human relations, and reform his attitude 
towards life, the basic requirements for a person in a foreign country. 
Grammatical analysis 
Another thing to which Dev cannot grow accustomed, in all his walks and 
bus rides through the city , is silence and emptiness of it – the houses and 
blocks of flats, streets and squares and crescents – all , to his eyes and 
ears, dead , unalive , revealing so little of the lives that go on , surely must 
go on , inside them. The English habit of keeping all doors and windows 
tightly shut (fresh air fiends – wasn‟t that what he had been told they were 
?), of guarding their privacy as they guarded their tongues from speaking 
and their  throats from catching cold, cannot quite be explained to him by 
the facts of the cold and the rain. It remains incomprehensible to him. He 
walks down the street , thinking surely somewhere a child will cry , 
somewhere a radio will be playing , but the houses might be uninhabited if 
it were not for the window boxes of geraniums, freshly watered , here and 
there, and the lights that come on in the dark. Such is the emptiness of the 
city that he finds he can be startled by the sight of a woman emerging 
from a shut , silent house , with a shopping bag or a baby in a pram, as 
though she were making a casual and bizarre appearance in a bombed-  
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out street in wartime. It never fails to make Dev uneasy to walk down a 
street he knows to be heavily populated and yet find it utterly silent, 
deserted – a cold wasteland of brick and tile.  
 
Name of the book : Bye – Bye  Black  bird  (p63) 
 
No. of words :- 250 
No. of sentences :- 6 
 
Total No. of nouns :- 39 
Concrete :-28 
Abstract :- 9 
Proper :- 2 
 
Total No. of verbs :- 
 
Transitive :- 4 
Intransitive :- 10 
 
Adjectives :- 13 
Adverbs :- 8 
 
Total No. of articles :- 24 
 Definite :- 13 
 Indefinite :- 11 
Simile :- 0 
 Metaphor :- 2 
 
References : 
1.  H.W. Frink Morbid Fears and Compulsion: Their Psychology and 
Psycho analytic treatment.  London K.Kegan  1929  p.163 - 185  
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Chapter 4: 
Stylistic  Analysis  of  Language  of  Anita Desai 
 
Anita Desai‘s language is full of innovations. She has coined her 
expressions to convey the nuances of Indian ethos and Indian culture. 
Her idiom is full of fresh similes which convey the emotional state of 
mine of the narrator. Objective co-relative one of the dominant features 
of her writing. She is one of the finest writers who has affectively 
portrayed the feminine sensibility in the most appropriate idiom. She has 
enriched English language to bringing two major features: 
a.  Code-mixing   b. Code Switching 
 
Let us study the following passage: 
 
(A) Where Shall we go this Summer: (1975) 
 This is an intense story of a sensitive young wife Sita, torn between 
the desire to abandon the boredom and hypocrisy of her middle class 
existence. She tries in vain to settle in the lifestyle Bombay has to offer. 
In order to find some peace, she leaves behind her family and escapes to 
a small village at the sea. She is pregnant at this time. Anita Desai has 
talked about a very peculiar issue where in Sita- the central character 
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does not wish to give birth to her child. She runs away from her husband 
and at the Manori island, where she had spent her childhood, she expects 
some miracle to happen where by she would not have to give birth to her 
baby. Her husband is unable to judge her weird behavior. Sita‘s world 
around her, she imagined, was full of violence and lacking in humanity. 
Hence she does not wish to bring another life on earth to bear all these 
and hence the queer idea of holding back the baby in her womb. Here 
again we find the central character, not succeeding in her goal. Her 
husband comes to fetch her and she follows him back home. 
 The image of ―flight‖ or birds has being made use by Anita Desai, 
in the form of violence and a sense of helplessness. Sita is upset by the 
site of the crows feeding on a young, wounded eagle and tries in vain to 
protect it from them. This pursuit of the prey by the predator is 
horrifying enough even in the animal world, where perhaps it satisfies 
the need for food, but it acquires a new terror when transferred to the 
human world. There are other images that echo the theme of human 
vulnerability and the conflicting demands of protection and 
independence. The island, which reflects this image- Sita looks to the 
island for protection but all that it has to offer her is a hostile, cold 
welcome with the islanders wary of taking to her and the palms ―hissing 
and clattering their dry leaves together harshly, like some disturbed, 
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vigilant animals…‖(p26), and the house- ―a waste of ashes, the cold 
remains of the bonfire her father had lit here to blaze‖ (p28) 
 Urban life‘s view of Anita Desai can be noted from the following 
incident. ―The city‖, to Sita ―appeared to be a place of madness, where 
in children enact scenes from movies, fighting on the floor and the 
servants quarreled in roadside dumps. The city lacks enough open spaces 
and parks, tempers rise high, every one fights. They are all 
violent‖(p44). ―The creative impulse had no chance against the over 
powering desire to destroy‖(p46). 
 Scheme of ―departure‖ is a part of this novel Sita moved out of the 
island first because her father had died and later because her husband 
had come to fetch her. 
 Let us make a grammatical study of the first passage of this novel- 
consisting of 31 sentences. The passage has 9 simple and 22 complex 
sentences out of which 5 are interrogative, the remaining are declarative. 
Sentences 2,7 and 12 are long. Complexity is mainly due to 
subordination in which adverbial clauses predominate. 
 
Schemes 
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Hyperbole: - The words monumental, prime, legitimate, precinct, 
domain, all give exaggerated importance to the character Moses. 
 
Simile:  His eyeballs rolled like two porpoises (sentence 21) it 
is a conventional simile having a synaethetic effect (cackled) is an 
example of quasi simile. 
 The entire passage is written in a mixed style. A combination of 
Saxon words with sophisticated Latin words is present. 1/3
rd
 vocabulary 
consists of words of more than one syllable. There is a free use of 
compound words to denote physical objects and places example 
hammered out, tin can roof, hairpin, mainland, diesel oil pump. 
 Nouns and noun phrases mostly describe the village teashop 
atmosphere, interspersed with abstract nouns and adjectives, almost in 
nature example prime and legitimate, occupation, righteousness, 
monumental, mythological, patience, precinct, domain, spirits, contempt, 
appearance, pace. Proper nouns include Moses, Jamila, Joseph, Ali, 
Marve (place), Bandra (place). ―Market‖ is the only collective noun. The 
passage has a number of adjectives describing psychological and 
physical states example prime, legitimate, monumental, trilling, brilliant, 
sensuous, known, trusted, favorite, careless, proud, comfortable, brief, - 
all subjective in nature. The objective adjectives are – heavy, muddy, 
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narrow, sweet, thick, hotter, muggier, stranger, heavier, darker, smaller, 
long, new, and colour adjectives are- pink, purple and maroon. There are 
three major classes of adverbs- of manner, of direction and time. Verbs 
are frequent in the passage. They refer to actions, events, physical acts, 
speech acts and psychological states. An equal number of transitive and 
intransitive verbs balance the subjective and objective activities. The 
theme words ―waited and waiting‖ have being used five times. 
The entire passage is a beautiful piece of art made out of an 
otherwise commonplace occurrence. 
Grammatical analysis 
“They frighten me – appal me,” she said, folding her arms about her, 
standing in the middle of the room when their guests had left. 
 
 Her husband looked at her with the family expression – cool, 
curious, uncomprehending. Their guests had been business associates of 
his, he had thought them pleasant, tolerable, although he had not given 
their characters much thought. People were. , to him, friends, visitors, 
business associates, colleagues, or acquaintances. He regarded them with 
little humour and with restraint. With some he did business, with others he 
ate a meal. Some came to see him, others he visited. He found them very 
like himself and not worth much thought or introspection. Not an 
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introvert, nor an extrovert – a middling kind of man, he was dedicated 
unconsciously to the middle way. So he could not tell what she meant or 
what she felt when she folded her arms about her and stared at closed 
door, saying, “ They are nothing – nothing but appetite and sex. Only 
food, sex and money matter. Animals. “ 
 
 
Name of the book :- where shall we go this summer  (p47) 
 
 No. of words :- 71 
 No. of sentences :- 11 
 No. of nouns total) :- 30 
 
  Concrete :- 19 
  Abstract :- 11 
  Proper :- 0  
   
 
No. of verbs (Total) :- 
 Transitive :- 13 
 Intransitive :- 9 
 
No. of  adjectives :- 10 
No. of  adverbs :- 5 
No. of  articles (Total) :- 9 
 
 Definite :- 5 
 Indefinite :- 4 
 
 Simile :- 0 
 Metaphor :- 1 
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(B) Fire on the Mountain (1977)   
   
This is one of the best-written novels of Anita Desai. It follows in 
ironical juxtaposition of the actual and the aesthetic. Nanda Kaul, is 
depicted as the great grandmother who has performed all her duties as a 
woman, mother, grandmother etc. Now in her 80‘s, she decides to live 
peacefully at Corrigano, a hill station, discharging her duties ―She 
fancied she could merge with the pine trees and be mistaken for one. She 
like the bareness of Corrigano.‖ (FOM p2) We can see the traits of 
escapism in Nanda Kaul. But Tara, her great-granddaughter enters into 
her life and the peace is shattered. Tara holds her emotionally. The light 
of escape comes to a grinding haul for Nanda Kaul. Anita Desai is at her 
best in nature‘s description- just a few words and the readers get the 
slice in their plate. 
After the death of her husband, who was a vice-chancellor, she has 
been so glad when it was over, she is happy to leave it all behind in the 
plains like a great heavy difficult book that has being read through and 
was not required to be read again- - -. This is how she laments- - - 
―discharge me,‖ she groaned, ―I have discharged all my duties- 
Discharged.‖ 
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This novel is all about Nanda Kaul who has withdrawn herself from 
the world of ―Bags and letters, message and demands, requests, promises 
and queries‖ (p3) in to Corrigano to a haunted house Kasauli. She is 
seeking an absolute isolation here ―She wanted no one and nothing else. 
What ever came or happened here would be an unwelcome intrusion and 
destruction.‖ (p3) Her withdrawal stands for an emotional staticity, a 
kind of psychic frigidity that refuses to take note of any movement, 
animate or inanimate. In fact the novel grows out of a contrast between 
several patterns of movement and stillness. These patterns involve both 
the human and the non-human. Corrigano minimizes human movements, 
the movements in nature continue to remind the reader of a reality where 
attempts at an absolute stillness appear to be completely unnatural. The 
unexpected arrival of Raka, her great granddaughter, further restricts 
Nanda Kaul‘s desire for isolation. The interaction between the two 
provides the major focus of the novel. Together they posit a world where 
the canker of loneliness spares neither age nor innocence. 
Anita Desai uses the flashback technique. Nanda Kaul remembers 
her past days as the dignified wife of the vice-chancellor. Part 1 of the 
novel gives the setting and depicts Nanda Kaul‘s anxiety to meet the 
intruder in her private world of self-willed isolation. The second part 
deals with Raka‘s experiences in the ―Bareness and stillness‖ of the 
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Corrigano garden. In contrast to her great- grandmother, Raka, is alive to 
the movements around her. Nanda Kaul shuns all movements. Raka 
loves it. ―She had a gift for disappearing suddenly, silently, she would be 
gone, totally, not to return for hours.‖ (p45) Nostalgia for a lost 
innocence and awareness of a decaying life are recurrent themes in Anita 
Desai. In this novel the contrast between the two is made evident in the 
two characters of Nanda Kaul and Raka. It leads us to the theme of 
withdrawal. 
The third part of the novel picks up the story of Ila Das, who dies in 
very tragic circumstances. Here, Anita Desai has shown a rape case. The 
news of Ila das‘s death over the phone, shatters forever Nanda‘s world 
of reverie; ―But Nanda Kaul had ceased to listen. She had dropped the 
telephone with her head still thrown back, far back she gasped; No, no, it 
is a lie! No, it cannot be - - - No, she wanted to tell the man on the 
phone, no, she wanted to cry, but could not make a sound. Instead it 
choked and swelled inside her throat. She twisted her head then hung it 
down, down, let it hang. (p145) 
Raka‘s final utterance, against the death of two sensitive lives, 
―look, nani, I have set the forest on fire. Look nani, look- the forest is on 
fire‖, acquires tremendous symbolic significance. It expresses Raka‘s 
resolve to destroy a world where a women cannot hope to be happy 
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without being unnatural. Anita Desai‘s feminist sensibility is as broadly 
reflected in this, as it is in her other novels. The tragic contrast that she 
presents in the growth of a women are primarily psychic but also reveal 
a social reality which moves us and appalls us at the same time. Very 
few writers since Saratchandra have penetrated so deep in the female 
psychic to unravel those forces that destroy her within. 
In comparison to her other novels, the action in this novel is evenly 
distributed in the three major characters and does not remain focused on 
any one of them. The novel also suggests an adroit manipulation of the 
point of view, for the denouncement comes as a surprise to the reader 
who is inclined to accept Nanda Kauls projected childhood as a reality. 
The grim reality of Ila das‘s rape and murder completely shatters the 
unreality of Nanda Kaul‘s projected reverie. The contrast between 
fiction and reality comes as a shock to the reader and the moment he 
looks back to recollect Nanda Kaul‘s unreal world of fantasy, he is 
confronted with the fire on the mountain. 
The fire consumes the fictive world of Nanda Kaul and leaves the 
reader smoldering under the impact of a tragic awareness that he had 
never anticipated. The only reality he is finally left with is the reality of 
fire that symbolizes the funeral pyre- the ultimate consummation. 
Though pervaded with a sense of doom, Anita Desai‘s dark and dismal 
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fictive world is redeemed by her deep intuitive awareness of a reality 
that eludes average human sensibility. In it lies her greatest strength and 
perhaps her greatest weakness. It surprises the reader with its quaint 
fatalism.   
 
(C) Clear Light of the Day (1980) 
 
This novel can be titled as ―the musical structure‖ as Anita Desai 
takes us into the world of music and rhythm. In her new ―four 
dimensional piece‖ (Anita Desai, India Today, December 1980) as she 
describes ―Clear light of the Day‖, Anita Desai seems to have moved 
closer to the aesthetic goal she had being striving at in all her earlier 
novels. 
The anguish of sensitive young women trapped in the pattern of 
movement and stillness has being rendered here almost into a musical 
piece. Here she recapitulates in a musical structures the themes and 
characters that she had explored earlier so that in relation to her entire 
work the novel reverberates with echoes that suggest points and counter 
point likes the moves of a subtle musical composition where the artist in 
her own words, moves ―from note to note searching for harmony, 
experimenting with sequences, till at last he found the right combination, 
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the sequence that please him by its harmony‖. (CLD 179) So that all that 
had appeared as tentative, seemingly awkward or apparently clumsy 
earlier seems to have acquired the suggestiveness of finality, of dexterity 
of movement, making one inclined to say that Anita Desai has finally 
discovered the right notes, the right sequences and the right tones that 
none would mind the blend, however, ―haphazard‖ it might appear in 
perspective of time. 
The novel, as Anita Desai says, ―About time as a destroyer, as a 
preserver and about what the bondage of time does to people‖, but the 
philosophy of time that the novel suggests is larger then mere 
chronology or history. Though localized in Delhi since 1947, the novel 
touches upon aspects of life that are universal. Anita Desai attempts to 
see the ―The transition from temporarily to permanent acquires a 
concrete reality in the kaleidoscopic changes that take place in the Das 
family. The writer is interested in discovering the final pattern of 
meaning that emerges out of the apparent meaninglessness of life in a 
small family. In this ability to see meaning in an apparently absurd 
existence, Anita Desai strikes the strongest note of hope and affirmation. 
The novel begins with the song of the koel and ends with the song 
of old master, thus suggesting a fashion of the rhythms of life, both 
natural and human. The koel belongs to the eternal world of nature, but 
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the old master‘s voice belongs to age and time. The true sources of an 
ageless and timeless experience are seen in the discovery of permanence 
within the change made in the explicit in the contrast between the young 
disciple and the old master. 
The action moves from past and present. The characters moving in 
the present are constantly looking back at the past, observing and 
evaluating themselves in the perspective of time. Through a highly 
controlled use of split narrative and flashback, Anita Desai makes us see 
the world from the perspective of childhood. The juxtaposition of the 
past and the present, the near and the remote, the subjective and the 
objective, while suggesting the theme of continuity in change also keeps 
us alive to the changing dimensions of reality. The contrasts that Anita 
Desai suggests between these two perspectives are central to the 
aesthetic design of the novel. 
Unlike the other female protagonists of Anita Desai, Bim who is 
free from the traumas of a shattered childhood or an incompatible 
marriage is symbolic of forces that have sustained the foundation of all 
family life. 
After Mira masi‘s departure, we have Bim as the foster mother. 
Here we have three aspects of the mother fictionalized in the novel- the 
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mother who bears, the mother who cares and the mother who shares. 
Bim‘s life acquires a heroic dimension in this symbolic motherhood. 
There are deep images that add to the rich texture of the novel and 
bring out the hidden pathos of the human drama. The anguish of a 
thwarted motherhood and the tortures of a widowed existence are most 
powerfully evoked in Miramasi and her nightmarish existence. There are 
patters of contrast in themes, characters and incidence that add to the 
density of the texture. The images of violence and blood suggested in 
that of a cow drown, (p 107) a horse collapsed under heavy load,(p 16) a 
dog shot dead, (p128) a bunch of mulberries crushed,(p161) a smashed 
pigeons egg and the unsightly corpse of a baby bird, (p163) move us to 
ponder over the ever present phenomenon of death. Anita Desai makes 
this contrast very vivid, for the entire action of the novel is divided 
between the house and the garden. To see these minute details is to see 
the beauty of Anita Desai‘s poetic narrative, A narrative supported by a 
truly verse structure. The large passages of verse that she quotes are not 
merely ornamental, they bring in tones, suggestions, nuances which are 
too tender, too profound to communicate in pros, they suggest ―the 
hidden presence‖, the ―fourth dimension‖ of the novel.  
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Grammatical analysis  
Aunt Mira was younger than their mother although she looked so much 
older. She had been twelve years old when she married and was a virgin 
when she was windowed - her young student husband, having left to study 
in England immediately after their wedding, caught a cold in the rain one 
winter night, and died. She was left stranded with his family and they 
blamed her bitterly for his death: it was her unfortunate horoscope that 
had brought it about, they said. She should be made to pay for her guilt. 
Guiltily, she scrubbed and washed and cooked for them. At night she 
massaged her mother-in-law‟s legs and nursed wakeful babies and 
stitched trousseaux for her sister-in-law. Of course she aged. Not only was 
her hair white but she was nearly bald. At least that saved her from being 
used by her brothers-in-law who would have put the widow to a different 
use had she been more appetising. Since she was not, they eyed her 
unpleasing person sullenly and made jokes loudly enough for her to 
overhear. There was laughter, till they grew bored. She stayed with them 
so long that she became boring. They suspected her of being a parasite. It 
was time she was turned out. She was turned out. Another household 
could find some use for her: cracked pot, torn rag, picked bone. 
Name of the book: Clear light of the day  (p 108) 
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No. of words :- 228 
No. of sentences :- 15 
 
Total no of nouns :- 23 
 
Concrete: - 16 
Abstract: - 05 
Proper: -    02 
 
Total no. of verbs :- 25 
 
Transitive: - 15 
Intransitive: - 10 
 
Adjectives: - 10 
Adverbs: - 11 
 
Total no of articles: - 07 
 
Definite: - 03 
Indefinite: - 04 
 
Simile: - 00 
Metaphor: - 01 
 
Thus though a highly artistic orchestration of various notes, Anita 
Desai achieves a fictional structure, which strives towards the condition 
of poetry and music. 
 
  
 127 
(A) Village by the Sea: 
 
Village by the sea is intended for the younger reader, has a 
comparatively simple beginning, the contradictions, contrast and irony 
present in the earlier novels are not obvious yet a careful study is 
rewarding. A study of singular and plural nouns and the definite- 
indefinite articles lends us an insight into the indirect observations on the 
rural consciousness; the difference is rural and urban worldview and its 
outcome. In the opinion of Jasbir Jain, the village by the sea appeared in 
1982. Intended for the younger reader, the novel has a deceptive 
simplicity but at a deeper level, it continues the concerns of Anita 
Desai‘s earlier novels. The thematic concerns and the narrative approach 
remain in the large measures the ones she has used before, and these are 
the juxtaposition of value, structures, the charm of the remote, the ability 
on part of time to crystallize issues and explorations of 
relationships.(p36) 
In the story, it is not the individual, but the individual society which 
is important, rather, it is a study of a particular economic group. Anita 
Desai has given a vivid picture of a very small village- Thul on the 
seashore, near Bombay. A striking contrast is made between the fast life 
of Bombay and the serene beach side life of a poor family- an 
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irresponsible drunkard father, and ill mother and four children. The 
eldest daughter- Lila and the teenage son Hari- at a tender age take up 
the financial and the domestic burden of the house. Hari is thrilled by 
listening to the fascinating stories of Bombay life. In order to get a 
livelihood, Hari escapes uninformed, to Bombay. He was sick of hearing 
words like ―You villagers- you are all the same. Pumpkin heads. Drink 
toddy and lie drunk under the coconut trees all day.‖ 
Hari feels very lonely in the crowded city Bombay. Hari struggles a 
lot, works hard, and collects some money. His only aim was to earn 
some money and go back to his own soil at Thul. His only friend, 
philosopher and guide at Bombay, is a watch repairer. In the character of 
Hari Anita Desai, successfully, tells us the reality of rural areas charm 
and the false glory of urban city. The use of contrast scheme leaves a 
deep impression on the minds of the readers. Anita Desai‘s nature 
description is marvelous in this novel. A birdwatcher comments, ―The 
birds are the last free creatures on earth. Ever thing else has been 
captivated and tamed and enslaved- tigers behind the bars at the zoo- 
men and women in houses like matchboxes working in factories that are 
like prisons. They have their function, we don‘t.‖ Author‘s view on 
freedom is a striking note in this story. 
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―Adaptation‖ is the central theme of the story. ―Adapt- that is what 
you (Hari) are going to do. Just like sparrows that have adapted 
themselves to city life living on leftovers and rubbish thrown to them 
instead of searching for grains. The wheel turns and turns and turns.‖ 
How beautifully Anita Desai conveys her philosophy on life. 
Grammatical analysis 
The man spun around with the same expression of scorn cutting across his 
face. “ you villagers – you‟re all the same. Pumpkin-heads. Drink toddy 
and lie drunk under the coconut trees all day. Go fishing and drown 
yourself in the sea. Leave the women to manage. Old women and girls 
going hungry in the village. Mongrels howling in the night. Pah ! What a 
place, your Thul. What a bunch of pumpkin-heads. All alike. I „ll be happy 
when I can hand over charge here-“ he waved at the heap of concrete 
pipes lying on the ground “- and go home To Bombay. Bombay! “ he sang 
, lifting his arms up in the air , and then dived into his hut and slammed 
the door shut. 
 
 Hari stood starting at the shut door, seething with all the questions 
he had wanted to ask and now could not. He heard the man singing to 
himself, some loud and rollicking song from a Bombay film. Then the door 
opened, the man‟s face appeared in the crack, shouting, “Pumpkin – head 
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! Still standing there, staring? Get away, will you, leave me alone. Can‟t 
stand to see your pumpkin-face. Take it away – go – come back when 
you‟ve learnt what chemicals are, what factories are, what fertiliser is 
good for! “ 
 
Name of the book: - Village by the Sea (p44)  
 
No. of words in the extract : 197 
No. of sentences : 20 
 
Total no. of nouns : 33 
 Concrete : 28 
 Abstract : 3 
 Proper : 2 
  
 
 
Total No. of   verbs  :  23 
 Transitive :- 12  
 Intransitive :- 11 
 
Adjectives : 7 
Adverbs : 4 
 
Total No. of articles : 19 
 Definite : 16 
 Indefinite : 3 
 
 Simple : 0 
Metaphor : 3 
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(B) In Custody: 
 
Merchant Ivory made a Hindi film based on this novel. It is the best 
novel of Anita Desai. It is a different novel from all its previous 
counterparts. In her preceding novels, she has primarily been concerned 
with hypersensitivity and inner working of women characters. However 
in this novel Desai has shifted her focus from woman‘s world to man‘s 
world. 
Nur, a famous Urdu poet of yesteryear is a setting sun existing in 
immeasurable loneliness. His plight as a secluded person is shown in the 
changing world. Devan, a college lecturer in Hindi, is inclined towards 
Urdu poetry, yet for his livelihood he selects Hindi. He is unhappy with 
his wife. He felt his marriage a trap- from which he could not escape. 
The feeling of meaninglessness of existence in life detaches him from 
the people around him. Murad- a shrewd person asks Devan to interview 
Nur. Devan grabs this opportunity to achieve distinction. But his 
ambition is shattered. Murad, Safiya Begum, Imtiaz Begum (wives of 
Nur) exploit, humiliate and even extract money from his meager 
economic sources. Anita Desai has sketched him not only as a weak 
person but also a boring teacher who could not command attention in 
order to abscond reality he tries to enter Nur‘s world whom he considers 
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bigger but he is shocked to see his hero in a pitiable plight. After 
interviewing Nur‘s life, he sees his own reflection in him. Devan gets so 
entangled with Nur‘s life that it becomes difficult for him to come out of 
it. 
Anita Desai has described the downfall of a rich language like Urdu 
through Nur which is related with the political act of partition. ―No book 
was judged worthy of the award this year - - - because Urdu is, supposed 
to have died in 1947.‖ Nur‘s poetry did not receive due appreciation 
when he was alive. Devan wishes that after Nur‘s death he would keep 
alive the poetry of Nur. He had accepted the gift of Nur‘s poetry and that 
meant he was custodian of Nur‘s very soul and spirit. It was a great 
distinction. Anita Desai leaves a positive note that the protagonist who 
fails in his life has a ray of hope, and is firm to keep the poetry alive. 
Later he tries to come out of his illusionary world to the real world- he 
tries to become a realist from an escapist. 
Nur‘s relationships have been beautifully carved by Anita Desai. 
Nur‘s and Devan, Nur‘s and his wives- the relationships creative talent 
of Nur is crushed by octopus like arms of relationships in the form of 
exploitation and humiliation at the hands of the wives. Nur is not happy 
with his wives who almost fought amongst themselves like jealous 
tigresses. The first wife is devoted to her husband where as the second 
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one is self centered- more concerned about name and fame for herself. 
She makes emotional blackmail ―Yes you will call your friends, eat, 
drink, recite your poems and sing and dance while I lie here dying.‖ She 
was the main hurdle for Devan. 
Murad- friend of Devan makes Devan a weapon- a ladder to reach 
Nur- to give finance through the publicity of his magazines. Nur relies 
more on Devan then his wives. After giving him the custody of his 
poetry, he is relieved and dies a peaceful death. 
The other minor themes discussed by Mrs. Desai are those of the 
education system, the administrations exploiting the teachers, 
discrimination between the science teachers and language teachers, 
problems of unemployment etc. Through this novel Desai shows that 
languages are not given its due importance in our country and that the 
current trend is towards science and technology. The novel laments the 
sad decline of an extremely rich Indian language Urdu symbolized by a 
destruction of a palatial building for a multistoried building. 
Grammatical analysis 
He stopped, panting for breath, on the canal bank and stared at water that 
stopped and turned concentrically in a whirlpool at that point. The 
whirlpool was an opening into the water, leading into its depths. But these 
were dark and obscure. The sky was filling with a grey light that was 
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dissolving the dense blackness of light. It glistened upon a field of white 
pampas grass which waved in a with a sudden breeze that had sprung up, 
laughing, waving and rustling through the grasses with a live, rippling 
sound. He thought of Nur‟s poetry being read, the sound of it softly 
murmuring in his ears. He had accepted the gift of Nur‟s poetry and that 
meant he was custodian of Nur‟s very soul and spirit. It was a great 
distinction. He could not deny or abandon that under any pressure. 
He turned back. He walked up the path. Soon the sun would be up 
and blazing. The day would begin, with its calamities. They would flash 
out of the sky and cut him down like swords. He would run to meet them. 
He ran, stopping only to pull a branch of thorns from under his foot. 
Name of the book:   In Custody   (p204) 
No. of words : - 197 
No. of sentences :- 16 
No. of nouns (total) :-36 
Concrete :- 21 
Abstract :- 12 
Proper :- 3 
 
No. of verbs (Total) :- 27 
Transitive :- 9 
Intransitive :- 18 
  
No. of adjectives : -  7 
No. of adverbs :- 6 
No. of articles (total) :- 20 
Definite :- 12 
Indefinite:- 8 
 
Simile: - 1 
Metaphor:- 1 
 135 
 
 
(C) Fasting and Feasting: (2000) 
 
Fasting and feasting is Anita Desai‘s latest novel divided into two 
parts. The first deals with a family in India; ―Mama and Papa‖ and their 
children. Eldest daughter Uma, has stayed at home to look after her 
parents, after two failed dowries and one failed marriage; middle child 
Aruna has a successful marriage and has almost forgotten her roots; and 
their third child, a son named Arun (For whom Uma was made to 
sacrifice her education) has gone to US for further studies. 
The second part deals with the Patton family in the US- the link 
with part 1 being Arun who spends his summer break with his family. 
Most of the section is written in the present tense. The family is made up 
of Mr. And Mrs. Patton (who stand in direct contrast to Mama Papa); 
their physical fitness-loving son Rod and their bulimic and anorexic 
daughter- Melani. Arun is exposed to this American family and is 
bewildered by the contrasts in culture where the woman of the house is 
not compelled to cook and where each member of the family has an 
individual existence. 
Part one opens with Uma packing a parcel containing tea and a 
shawl, to send it to Arun who is in the US. Then the time shifts to the 
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past when Papa was in service and then in the next chapter the reader is 
told that the Mama is pregnant. With Uma, a grown woman by some 
standards at least and Aruna newly discovering what it was to have a 
periods. Mama, it was she who found herself pregnant (p 15). The 
premium on sons in Indian society, even as the world marches into the 
millennium is very high. This is faithfully portrayed by Anita Desai. The 
daughters are teenagers (grown up by Indian standards). Mama wants 
the pregnancy terminated, but would any man give up a chance for a 
son? (p16) Mama has to accept the pregnancy, has to lay supine for nine 
months, delivers what everyone‘s waiting for, a son! This is Papas 
reaction, ―A boy! He screamed, a bo‘oy! Arun, Arun at last!‖ It turned 
out that when a second daughter had being born the name Arun had 
already been chosen in anticipation of a son. It had to be changed in 
disappointment to Aruna. (p17) Uma is made to give up her schooling to 
help Mama look after Arun; girls had to learn how to look after babies 
and that is more then education in the opinion of this Indian family. 
When Uma protests an says that there is an Ayah to help and points out 
that they were looked after by the Ayah ―Mamas expression made it 
clear, it was quite different matter now, and she repeated threateningly. 
Proper attention‖ (p30) After all the attention the daughters got would 
not be enough for a son! 
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Anita Desai, faithfully portrays the traditional upbringing accorded 
to the girls in the Indian society. Uma and Aruna both have arranged 
marriages. They have no say in the choice of their life partners. Uma is 
deceived by her husband and her in-laws and is brought back by her 
father. But she enjoys no independence of thought or action. Even at the 
age of almost forty, she still requires permission to take a job or to go to 
a party. In this novel (As in life) women seem to be protected and 
cloistered by husbands and fathers. A small exception is made by Aruna 
after she gets married. She gives orders to her husband! 
In part two Arun is shown trying to come to terms with life in the 
US. He is particularly troubled when he goes to live with the Patton‘s 
during his summer break. Arun visits a supermarket with Mrs. Patton 
and this is how his thought process is revealed ―He had traveled and he 
had stumbled into what was like a plastic representation of what he had 
known at home; not the real thing - - - which was plain, unbeautiful, 
misshapen, fraught and compromised- but the real thing- clean, bright, 
without taste, savoir or nourishments (p 185). In the Patton family, the 
women have the freedom to do as they like, but are they really happy? 
Mrs. Patton seems to find her happiness in the super market, where 
buying frozen food for her family seems to act as a mood elevator for 
her. Likewise, Melonie takes comfort in her bulimia, which seems to 
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give her a kind of relief from the strains of her life. It takes a rehab 
center to sort out Melonie‘s problems. Was she crying out for attention 
that she never got? The tea and the shawl that Arun‘s parents send for 
him, Arun gives to Mrs. Patton. Mrs. Patton is thrilled by this gesture 
even tough the gift is small and slowly her face spreads in to a flush of 
wonder‖ (p229). Is Desai trying to debunk the impersonal nature of 
American society? 
The structure of the novel is interesting and I think, takes off from 
the title. Fasting seems to refer to the first part and feasting is the second 
being synonymous with Indian society and feasting with the American. 
In part 1 all of the chapters except one are divided into two sections, one 
written in the present tense and another in the past. Desai feels that 
living in the present is a kind of fasting, which you can feast on the past. 
This luxury seems to be denied to the Patton‘s who are condemned to a 
life in the present, which for them is a kind of fasting. Melonie‘s bulimic 
could be a direct result of too much feasting, perhaps symbolic of 
American consumerism as a whole. 
Gynocoritical studies focus on the language used by the women 
writers. Robin Lakoff uses the term ―Women‘s language‖ in her article 
entitled ―Language and women‘s place in language in society‖ in 1973. 
Here she stresses the double- bind women writers are in- they are in a 
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prison of language in a men‘s world. She also lists some features of 
woman‘s language- the need to use modifiers in declaratives to make the 
woman sound polite and also the use of declaratives with interrogative 
intonations. Other features mentioned by Showaltor, Virginia woolf and 
Helene are plurality of meaning, refinement, tact, knowledge of 
domestic details, fluency and an open- ended prolixity. 
Desai‘s language seems to this corpus of women‘s language. Look 
at this sample of the way the Mama talks: ―What? What? He said so? 
Does he know how old Aruna is? 13! And he dares to ask for the 
younger daughter when you show him the elder? What kind of family 
does he think we are? Why did you send these people to us? Such people 
you think we would marry our daughter into a family like that? Ha? 
(p79) Desai uses women‘s language not only through her women 
protagonist, but also in her own narrative style. There is a fluent flow of 
thought in her narration. Though she uses the third person omniscient 
narrator, the reader is perplexed at the start. The novels begins with 
references to ―Mama and Papa‖- leading the readers to believe to expect 
first person narration. But this does not happen. Mama and Papa are 
given no names- they remain Mama and Papa throughout the novel. This 
leads to the purity of meaning. Desai‘s knowledge of domestic details 
exhibited in both the Indian and the American family in this novel is also 
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characteristic of women‘s language. The novel has an open-ended 
conclusion. Arun is getting ready to go back to the college. Melonie is 
recovering in an institution. Mr. Patton has a night job to pay the bills of 
Melonie‘s rehab center. Rod has won a football scholarship and all‘s 
well with the world and life moves on. Part 1 which is the last time the 
reader hears of the Indian family, also ends on an open note. This is the 
only chapter in this section, which ends with the present tense. Uma, 
Mama and Papa have returned from immersing the ashes of Uma‘s 
cousin Anamika who has died a tragic death. These are the last lines of 
the chapter: ―Uma dips her jar in the river, lifts it high over her head and 
when she tilts it and pours it out, the murky water catches the blaze of 
the sun and flashing fire. (p 156) Anita Desai‘s female characters 
function within the parameter laid out for them by the society. Mama 
and Uma kill all their needs to look after Papa and Arun. And her 
American female protagonists, though they seem to have broken out of 
the traditional format, do not seem to be happy. But then, the ubiquitous 
question what happiness is? And how happy are her Indian female 
characters? Fredric Jameson has said that narrative is a socially symbolic 
act that tries to affect the world indirectly. We try to make sense of the 
world we live in by telling stories. The narrator‘s view of reality is 
transmitted to the reader and can influence how the reader perceives and 
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this constructs her own reality. In comparison to her earlier novels, 
―Fasting and Feasting‖ fails in meeting the expectations of something 
better to the readers. It leaves behind a bland taste. 
Grammatical analysis 
 
MAMANDPAPA . MamaPapa. PapaMama. It was hard to believe they 
had ever had separate existences, that they had been separate entities and 
not MamaPapa in one breath. Yet Mama had been born to a merchant 
family in the city of Kanpur and lived in the bosom of her enormous family 
till at sixteen she married Papa. Papa, in Patna, the son of a tax inspector 
with one burning ambition. to give his son the best available education, 
had won prizes at school meanwhile , played tennis as a young man , 
trained for the bar and eventually built up a solid practice. This much the 
children learnt chiefly from old photographs, framed certificates, 
tarnished medals and conversation of visiting relatives. MamaPapa 
themselves rarely spoke of a time when they were not one. The few 
anecdotes they related separately acquired great significance because of 
their rarity, their singularity. 
 
 Mama said „ in my day, girls in the family were not given sweets, 
nuts, good things to eat. If something special had been bought in the 
market, like sweets or nuts, it was given to the boys in the family. But ours 
was not such an orthodox home that our mother and aunts did not slip us 
something on the sly.‟ She laughed, remembering that – sweets, sly. 
 
Name of the book : Fasting & Feasting (p5,6) 
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No. of words :- 212 
No. of Sentences :- 13 
 
Total no. of nouns (total ) : 53 
 
 Concrete :- 39 
 Abstract :- 12 
 Proper :-  2 
  
 
 
 
 
Total No. of verbs :-  
 Transitive :- 9 
 Intransitive :- 7 
 
Adverbs :- 6 
Adjective :- 16 
 
Total No. of articles :- 19 
 Definite : - 13 
 Indefinite :- 6 
 
 
 Simile :- 0 
 Metaphor :- 2 
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Chapter 5: 
Conclusion 
 
Analysis of Anita Desai‘s language and style in some of her major 
novels: 
 
Ralph Freedman says, ―The lyrical novel (By contrast) seeks to 
combine man and world in a strangely inward, yet aesthetically objective 
form. This is not to say that lyrical writers are uninterested in the 
questions of human conduct that concern all fiction, but they view these 
questions in a different light. Their stages are not those on which men 
usually perform in the novel, but independent designs in which the 
awareness of men‘s experiences is merged with its objects. Rather than 
finding it‘s ―Gestalt‖ in the limitation of an action, the lyrical novel 
absorbs action all together and refashions it as a pattern of 
imagery‖(p26). 
The wizardry of Anita Desai, with words, is once again established 
by the study of the beginnings of her eight novels. Each novel presents a 
unique aspect of life, handled in the peculiar manner the theme 
demanded. Mostly psychological studies, the narration are aimed at 
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delineating character through the objective world. She confirms to the 
tradition of the ―lyrical novel‖. 
 
1. Cry the Peacock    (CTP) 
2. Bye-Bye Black Bird   (BBB) 
3. Where Shall we go this Summer (WSWS) 
4. Fire on the Mountain   (FOM) 
5. Clear light of the day   (CLD) 
6. A Village by the sea   (VBS) 
7. Voices in the City    (VOC) 
8. In Custody     (IC) 
 
Anita Desai has made use of English language according to the 
situation and demand sometimes she has written her novels keeping the 
western readers in mind. Though all her novels are woven around India, 
its people, its social bindings etc. To make her stories sound realistic, 
she had made use of many Indian words from Hindi, Gujarati or Bengali 
language example hato hato (CLD p16) suar sala suar ka bacha (CLD 
p16) swamiji (CLD p31) farishta (CLD p33) zindagi o zindagi (CLD 
p31) chotu miya baremiye (CLD p31) ram dhun (CLD p94) lafanges (IC 
p50) sur ra hi (IC p70) wah-wah (IC p53) janum (IC p64) aacha (IC 
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p66) mohalla (VOC p14) patrika (VOC p14) divas (VOC p48) achkan 
(VOC p75) Calcuttawallas (VOC p82) bhajan (VOC p103) maidan 
(VOC p105) chole-be-na (VOC 187) chalo-chalo (WSWS p15) paji, 
charchari, halwa, papadums, gupshup, namakharam, shaitan, buddhies, 
pakoras, alootikkis, sunder nari, pritam pyari (BBB p 7, 15,28,29,135) 
satsang, gyanadev, jaijaihari, darshan, babaji-ki-jai, lovely-si-madam, 
nirguna, achintya(JI p 46, 54, 65, 79, 143) billiwala pagal, durzee, dal, 
subzi, khichri, roti, mem sahib (BB p 10, 71) zhopad patties (VBS p114) 
kem cho farookhbhai (BB p19) 
In order to give a perfect Indian background as far as language is 
concerned Anita Desai has superbly made use of English language as 
spoken by the Indians. The way Hindi is spoken by the natives. Eg. Pull-
eece (BBB p28) sup-pecial or pullain (BBB p28). Mr. Pandey came to 
see them and said ―Very damp, very bad here- how much are you 
paying? I can get you rooms in an ashram, nice ashram nice rooms, very 
cheap‖ (JI p420) fan-tas-tique (JI p60) en-tire-ly harmless (JI p 61) di-
vine raga devotees are achieving the spiritual e-quiv-a-lent, yes? (JI p 
103) ah Mato-t-eo from It-a-ly (JI p111). She murmured so beautiful so 
beautiful- but so sad, sad she went on ―on the outside, rich and beautiful, 
but on the inside- death and grave death and grave‖ what is happen? Is 
murdering here? Is police not come- drunk man saying his wife 
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behaving badly with other man - - - don‟t trouble sir, no good people 
(BB p8) the above words, had they being used in Hindi would be as 
follows bahot sundar, bahot sundar parantu bahot dukhi dukhi wah 
kehna lagii bahar se aamir aur sundar magar andar se mrityu- 
bhayanak mrityu. Kya huwa? Yeha khun huva? Police nahi ayi? 
Sharabi. Uski patni ka bartav bura tha. Teklif maat lo sahab, log acche 
nahi hai. Here Anita Desai has exactly written English the way Hindi is 
spoken by a commoner which is grammatically incorrect and the 
sentences are incomplete. The words show the Indian culture of being 
highly curious and reactive to mundane happenings. 
Other examples of  English spoken in Hindi tune; yes, tea pliss, tea 
is nice ( BB p9) vegetarian restaurant, vegetarian food is famous, you 
are liking vegetarian? (BB p87) chai, khana, baraf, lao, jaldi, joota, 
chotapeg, pani, kamra, soda, garee (BB p92) What I can do? Mr. 
Boumgartener, pliss go spik to him in his language- ask him what he 
want? Why he sit in the café when he have no money, why he not go? 
Please spich Mr. Boumgartener and tell him go (BB p140). Anita Desai 
uses declarative sentences which sound interrogative example he came 
from the ashram? ( JI p2) your cats like masala spice chilly, turmeric, 
jeera, bayleaf (BB p10) what you can do (BB p10). Splitting the word in 
many syllables is another aspect of Anita Desai which she has done 
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deliberately, as spoken in Indian languages eg. In-comp-et-ent 
swindelers (JI p119) Bee-ee-hunn-ee, lo-ove (JI p123) ex-pawt (BB p86). 
She has used her skill in forming incomplete sentences example oh no, 
Impossible, you wont. I cant- you don‟t, really- it wont- no, no, no. I cant 
play miss Das, instead I will be so honored will you come- can you- a 
concert- you will heat- it will be I would like. Oh my, this wasn‟t what I- 
Oh my, I never planned- Oh Christmas what am I. (BBB p91) The use of 
switch coding has been made by Anita Desai example she is good and 
she is evil. She is our knowledge and our ignorance- she is reality and 
illusion. She is the world and she is Maya - - - the amalgamation of 
death and life? Isn‟t it perfect and inevitable that she should pour blood 
into our veins when we are born and drain it from us when we die (CTP 
p256) 
The Use of noun as a verb is another style of Anita Desai example 
don‘t baby him  (CLD p66) the You is everything in use (VC p32). The 
art of showing haltered is a remarkable aspect of Anita Desai‘s style 
example. We don‟t really believe in watches and clocks, we are 
romantics. We want the time to fit in with our moods. The English are 
the clock-watchers. English mothers even feed their babies and put them 
in bed according to their clock (BBB p162).  I suppose all Indian women 
like Christmas tress or perhaps like clowns because they wear sarees 
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and jewelry- you- you- English people and your xenophobia! (BBB 
p193) He had the unhappy sensation of being the 5
th
 wheel on the 
carriage. (BBB 99)  
Comparison with the living creatures is Anita Desai‘s favorite style. 
She remains successful in characterizing a person by comparing him or 
her with an animal along with superb use of similes.   
Eg: He looked like a fish that had snapped up a hook by accident 
(CLD p83) 
 She was being roasted like a chicken under the orange bulb    
(CLD p42) 
They had come like mosquitoes- only to torment her and 
mosquito like, sip her blood. All of them fed on her blood - - 
- when they were full, they rose in swarms on her. (CLD) 
Nur saheb, I am telling you. The time for poetry is over. To 
feed the Hindi-wallas with Urdu poetry is like feeding the 
cows with hunks of red meat. (IC p48) 
Do you call that a poet or even a man. All of you- you have 
reduced him to that, making him eat and drink like some 
animal like a pig. (IC p60) 
Do you think I entered this house to keep company with 
swine? (IC p61) 
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The use of animal imagery is to be noted: 
So, this is where you have come to hide. She began in her 
hoarse exhausted voice ―A tortoise that sticks its head in the 
mud at the bottom of the pond (IC p89) 
Jackals don‘t murder. She said coolly. ―They want others to 
murder because they haven‘t the courage. They come to feed 
on the flesh‖. (IC p118) 
Who would have thought that one-day, the bird, symbol of 
flight and song would cease to be a poet‘s inspiration and 
become a threat. (IC p48) 
What would it matter to him? It was I who screamed with the 
peacocks, screamed at the site of the raindrops, screamed at 
the sight of their disappearance, screamed in mute honor. 
(CTP p175) 
Will the lizards rise out of the desert to come upon us either 
upon him or upon myself with lashing tails and sliding 
tongues, to crush us beneath their bellies. (CTP 179) 
Nirode- an unshelled snail, a flightless bird on the iron bed, 
so uncharacteristically at the mercy of the syringe, the tubes, 
the cylinders and the deadly cheerfulness of the nurse (CTP 
p127) 
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Anita Desai ruthlessly shows a contrast in this description:  
Mercy- deadly cheerfulness of the nurse. Can cheerfulness 
ever be deadly? 
Men who fought like crows over every fresh carcass. (VC 
p185) 
The love that made her swallow father, whole like a cobra 
swallows a fat petrified rat the spews him out in one flabby 
yellow mess.  
The above description is nauseous hair raising and too ugly to 
read. 
 They stayed at the vomit coloured hair. (VC p244) 
They are nothing, nothing but appetite and sex. Only food, 
sex and money matter – animals. (WSWS p47) 
My pet animals are wild animals in the forest, yet but these 
are neither- they are like pariahs you see in the streets 
hanging about drains and dustbins, wanting to pounce and 
kill and eat. (WSWS p47) 
The landlady who lived like some aged mouse in the attic of 
the house. (BBB p40) 
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She sat to work diligently on her husband like a bird with a 
long beak that knocks, knocks, knocks on the dead wood till 
the insect emerges and she can have it. (JI p20) 
The mother was a monster spider who had spun this web to 
catch these silly flies. (JI p127)  
She now became torpid, a motionless lizard on a ledge. (JI 
p153) 
 
We can find the glimpses of Indian culture very clearly - 
Anita Desai has made frequent use of the word ―lizard‖ of most of 
her novels. 
She watched the white hen drag out a worm, inch by inch 
resisting from the ground till it snapped in two. She felt 
herself like the worm. She winced at its mutilation. (FOM 
p21) 
Here the depiction of the protagonist- Nanda kaul in the novel ―Fire 
on the Mountains‖ is done very skillfully while comparing her with 
a worm. No other women author would dare be so ruthless in such 
violent description as Anita Desai. 
Anita Desai seems to hate the ―Pan chewing‖ culture amongst the 
Indians. We have frequent mention of it. 
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Eg. Murad gave a laugh. Showing the betel-stained teeth beneath. 
(CLD) 
The soda water shop owner sat in the doorway, watching, 
chewing tobacco, spitting. (WSWS p21) 
Where does the prostitute get her pan from. (BBB p91) 
Sophie noticed in that non-professional moment that his teeth 
where stained red with betel juice. (JI p2) 
Hirabai‘s mouth was stained a deep red from the betel leaves 
and betel nuts that she chewed all day (VBS) 
An example of vulgarity. 
 ―Sat on its haunches, straining to defecate.‖(BB p7) 
Description of dirt 
She was thoughtlessly placed into greater depths- murkier, 
blacker, depths and was coated with the scum of even greater 
guilt. (CLD 152) 
With him he brought an overwhelming odour of smoked 
cigars, of whiskey, of manhood to me, all in inexpressibly 
attractive. (CTP) 
Poems quoted by Anita Desai 
T.S. Elliot‘s ―The Wasteland‖ 
Who is the third who walks besides you (CLD p41) 
 153 
Now sleeps the crimson petal, now the white and all thy heart 
lies open into me. (CLD p46) 
Swinsburne 
From too much love of leaving- - - wins somewhere safe to 
sea (CLD p46) 
Iqbal 
Thou doesn‘t create night but I made the lamps - - - and it is I 
who turn a poison in to an antidote (CLD p50) 
Byron 
Place me on sunsum‘s marbled steep, where nothing, save the 
waves and I - - - dash down your cup of simian wine. 
Lawrence 
Now launch the small ship, now as the body die, darkly for 
we cannot steer and have no pot. 
Eliot- ―Four quarlets‖ 
Time the destroyer is time the preserver 
Cavafy 
To certain people there comes a day when they must say the 
great yes or great no (WSWS p37) 
The Bhagwad Gita 
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He whose joy is within and whose light - - - he who is free 
from all attachments. 
Anita Desai‘s poems 
The north wind doth blow 
And we shall have snow 
 
Every night when I go out 
- - - 
 
Half a pound of toppeny rice 
- - - 
For every evil under the sun. 
 
German poem 
Kommt ein vogel geffofer 
Setzt sich nider mein fuss  
Not ein brioflein in schneble  
Vor der mutter ein gruss. (BB) 
The above German poem makes no sense to the reader.  
Besides these many other poems are quoted from ―The journey 
from the east‖, ―Siddharta‖, ―Kathaupnishada‖ and many more. There is 
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an ample use of German poems. Unfortunately they have not being 
translated into English language.  
Description of rains. 
Anita Desai is a nature lover. Rains and storms have being 
compared with the moods of the characters.  
For example: 
That night a great storm broke over the Indian Ocean and 
lashed the city. It began with daggers of lightning striking 
through the black clouds baked in the sea and peals of 
thunder that echoed from one building to another. (VBS 
p120) 
She heard an ominous rumble of thunder. All night lightning 
flashed and thunder boomed while the coconut tress cracked 
and swang dangerously over the hut. The sounds of the wind 
and the sea where so loud that the girls hid under their 
blankets, saying that ears ached, not admitting that they did it 
out of fear. (VBS p123) 
Then Nanda Kaul went on raising her voices above the 
drumming of the rain on the roof and the booming and 
echoing of the thunder in the hills that followed the rain. 
(FOM) 
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Repetition of words: 
This too seems to be a style of Anita Desai. Indians have a tendency 
of repeating words. Hence keeping this in mind she has used it in the 
English narration too. This shows Anita Desai, though living abroad at 
present, is still rooted in India and in Indian soil very firmly. 
For example. 
You think only of money-money-money. (CLD p38) 
They are eating eating eating my hands. He challenged 
Deven aggressively. Worries worries worries (CLD) 
Still, it was just a cage in a row of cages, cages, cages trap, 
trap (IC 131) 
I could not have borne it now, I was filled to the point of 
destruction. God, god I gasped- enough, enough, enough. 
(CTP p24) 
Pia- pia they cry ―Lover lover, mio-mio. I die I die. (CTP 
p95) 
From far, far run and hide run and hide- if you can miserable 
fool! Ha ha  fool, fool, fool. 
Calcutta, Calcutta like the rattle Calcutta Calcutta, the very 
pulse beat. (VC p41) 
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Hurry, hurry Mrs. Curry? (VC 104) 
The shooting and the killing and the killing and the killing. 
(BB p21)  
Here is a beautiful way of using rhyming words  
 For example: 
Nanda kaul on the stool with her hand hanging, the black 
telephone hanging, the long wire dangling. (FOM p145) 
Yipping and Yapping. (CLD p3) 
Singing and Slinging. (CLD p3) 
Anita Desai‘s narrative skill in exposing the blind faith of the 
Indians 
Example: 
But look, look at the horoscope. Stars do not lie, and so it is 
best to warn you, prepare you. (CTP p29) 
She had come on a pilgrimage, to beg for the miracle of 
keeping her baby unborn. (WSWS p31) 
His chelas called him a saint, his critics a Charlton, the 
villagers a wizard and each produced evidence to prove his 
theory (WSWS p75) 
If the mother falls ill, it seems the devotee must fall ill too. 
(JI) 
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Go put one ash packet under her pillow. It will drive away 
the fever demon (VBS p52) 
Anita Desai‘s art in the study of human psychology, the mental 
traumas etc. are worth studying in the novel Cry the Peacock, before 
killing her husband, Maya thinks;  
It had to be one of us, you see, and it was so clear that it was 
I who was meant to live, you see. (CTP p16) 
Writers were always vain bunch from Kalidasa downwards. 
Blasted fools the lot of em. It‘s only a waste. (IC p130) 
Tell her to go shove it up that old major of hers, all her 
stinking cheques. (VC p134) 
The creative impulse had no chance against the over 
powering desire to destroy. (WSWS p46) 
She felt tired, disheveled and vacant as she was like a player 
at the end of the performance, clearing the stage, picking up 
the costumes in equal parts- saddened and relived. (WSWS 
p152) 
That night she dreamt she was squatting on a dark hillside 
and suddenly the baby came slithering out of her in a stream 
of blood. She picked up and spread out her skirt and placed 
the infant upon it. It lay there in coils, its hand buried within. 
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As she touched and tried to unwrap it she found it was a 
snake, cold and limp and drew back her hand in horror (JI 
p92) 
Some examples of  hatred 
A drunkard- fit for nothing (VBS) 
May be a poisonous snake will bite him. He may step on one 
and be bitten- then he would die. (VBS) 
Crushed back, crushed down into the earth she lay rapped, 
broken, still and finished (FOM 142) 
Anita Desai has nowhere mentioned and rape scenes except in the 
novel ―Fire on the Mountain‖. The rape of an old lady- rapped and 
crushed and killed by the corrupt political party. Anita Desai has 
stripped naked the Indian mentality of the male dominated world. Any 
women who tried not to abide by the social norms, had to be penalized. 
Another aspect of Anita Desai is her art of comparing the mental state of 
humans along with the nature. 
Example 
With the news of Iladas‘s murder, she was grief stricken- her 
dilemma, her grief is compared with a forest fire, which her 
grandchild Raka had brought. Look Nani, I have set a forest 
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on fire‖. The above sentence that concludes the novel ―Fire 
on the Mountain is a master piece. It justifies the title too. 
 
On the new generation: 
Example 
When we were young, we believed, we stood on the rooftops 
and shouted to the world that we would come and conquer it. 
But the young don‘t do that anymore. How sad to be so 
realistic, so cynical, so without dreams. (VC p16) 
On nature 
Example 
The birds are the last creatures on earth. Everything else has 
being captured and tamed and enslaved- tigers behind the 
bards of the zoo, lions in the safari park, men and women in 
houses like matchboxes working in factories that are prisons- 
only the birds are free. I love them for the freedom, perhaps I 
would also like to leave all. All these ugliness we have made 
on earth and fly with them - - - when it comes to people I 
don‘t know anything Dr. Syedali. (VBS) 
On urbanization and adaptation 
Example 
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Adapt. That is what you are going to do- just like sparrows 
and pigeons that have adapted themselves to city life, on food 
left overs and rubbish thrown to them in the streets instead of 
searching for grains and insects in the field- he explained, so 
you will have to adept to you new environment. (VBS p155) 
On the Indian house wife 
Example 
What makes a wife? (CLD p110) 
She was a virgin when she was widowed (CLD 108) 
Aunt Mira treated and drew out all her stings but Tara kept 
hers hidden. (CLD p108) 
 On the poets 
 Example 
―Poetry?‖ He shot as Deven harshly, ―Do you think a poet 
can be ground between stones and bled in order to produce 
poetry for you? You think you can switch on that mincing 
machine, and it will instantly produce or your length of raw, 
red minced meat that you can carry off to your professors to 
eat?‖ (IC p156) 
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Stylistic aspects of Anita Desai 
 
Her characters are in an adult stage in the beginning of the novel but 
then she goes backward to describe their childhood and its associations. 
In fact it is like digging up a tunnel in a sense like going back. This 
process is one of trying to relive the past. She explores a very tiny 
section of this territory and this is an interesting technique then covering 
a large area. She uses flashbacks and interior monologues in order to 
build up a situation. Her novels are a psychological release. 
Anita Desai‘s narrative technique has a pattern in so far as there are 
journeys into the past and into the world of childhood and one is a 
changed being at the end of the journey. Chronology is of no 
significance, what emerges as significant is the focus, which to begin 
with is narrow, but gradually it widens until it begins to expand in space 
and time. She abandons the role of chronicler and contents herself by 
focusing the lens in an attempt to understand and define reality. Her 
technique is connected with her choice of subjective mode, a choice 
apparently made to avoid some of the problems likely to arise from 
writing about India and Indians in the English language, as a way of 
bridging the gap between cultural and lingual situations. In the case of 
an Indian writer the problem is not of lingual or cultural uncertainties but 
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one of political overtones. The need to look for and to relate to an Indian 
tradition clashes in part with writing in English. Thus the need for 
subterfuge or an apology, for a cautious effort to justify this pat of the 
Indian experience. In this lie the roots of most of the controversy 
centered around the use of English as a medium of expressing Indian 
situations, and the question of the literary credentials of the writers doing 
so.  
Language relates a writer to one strand, culture and background 
may relate to another; and sex again to a third. As Elaine Showalter has 
very convincingly stated in ―A literature of their own‖ (p14) there is a 
feminine tradition, which frequently steps outside the main current as 
defined but the masculine approach. In approaching the work of Desai 
all three strands are equally important. While the literary tradition is the 
lingual one- the British and American- the limits of language are 
transcended when she relates to the European tradition and also to the 
Indian cultural and social scene. Marriage, love-relationships, emotional 
flirtations, economic independence all have to fall within this cultural 
pattern and meaning has to be found within this context. Showlater 
tracing the feminine tradition divides into three major phase of phases. 
First, the prolonged phase of limitation, second, three phase of protest 
and thirdly that of self-discovery. These phases correspond to (a) 
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emphasizing the feminine role and living up to it. (b) Refuting the role 
and rejecting it (c) moving towards a self-awareness. Chronologically 
Showalter divides these phases as roughly being applicable to the 
periods from 1487 to 1880. 1880 to 1920 and 1920 to the present. 
Desai‘s work if examined against this framework falls into the third 
phase and directly relates to it. The earlier phases do not find a fair 
representation in the tradition of Indian writing in English. Her women-
centered novels are not necessarily about women. They are search of a 
meaning, a search of something to complete their lives. Violence is a 
central metaphor in almost all her novels. Emotional violence, political 
violence, and physical violence are scattered. Desai focuses on the kind 
of violence women, as women are capable of exercising whether it is 
Dharma‘s wife or Monisha‘s mother-in-law men mostly stay on the 
fringe of a Desai novel yet at times they are the protagonists. Men are 
either marginally present or entirely absent. But this physical absence 
does not entail an absence from the minds and lives of their women 
relations. Fantasy is used at different levels- at the level of incident and 
imagination and also at the purely lingual level. Memory of the past in 
someway or the other is thus used as an important narrative technique 
there is hardly a happy marriage in her novels, other relationships are 
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unsatisfactory and one sided. Themes of escapism and flights are 
prominent. We find abundant use of animal images.  
Anita Desai has used different fictional techniques according to the 
demands of the story. She has made use of poetry in German language. 
Many Hindi words have being used in order to give a perfect Indian 
background- the use of German language in ―Baumgartner‘s Bombay‖ is 
not offered in translation into English. Anita Desai‘s excellence lies in 
nature‘s description, flashback scheme, unmasking the mental trauma of 
the female psychic etc. She uses the stream of consciousness technique, 
contrasting characters and uses symbolism with highly effective use of 
language. The portrayal of the ―misfit‖ female characters, who do not 
want to be heroic but are struggling all the time for what they do not 
have- all seem to focus the novels on the inner climate of sensibility, 
interplay of thoughts, feelings and emotions which is reflected in 
language syntax and imaginary aspects of existentialism that form the 
total frame work of a stories. After reading Anita Desai‘s novel, we, as 
readers are left highly emotionalized. Her characters, the stark realities, 
the frustrated people, the social atmosphere etc show no solution 
towards the end of her stories. None of her stories come to a happy end. 
Nothing is shown to have achieved anything. Even so Anita Desai 
triumphs in ruffling the feathers of her readers. She maintains that her 
 166 
primary goal is to discover ―the truth that is nine-tenths of the ice-berg 
that lies submerged beneath the one-tenth visible portion we call 
―reality‖. She leaves it to her readers to either accept or reject her 
characters. 
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